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is a publication of

The Society of American Fight Directors
DEDICATED TO IMPROVING THE QUALITY AND SAFETY OF STAGE COMBAT

Fou'lded in 1977, the Society of American Fight Directors is a non-profit
organization of theater professionals, academicians, friends and supporters, all
of whom share a common interest in the art of stage violence. The SAFD stands
for the very highest standard in effective and safe theat1ical fighting.
The SAFD has developed recognized standards for four levels of
skill in the stage combat arts.

ACTOR/COMBATANT
The actor/combatant is an individual who has received basic training in three to six weapon forms and passed a proficiency
skills test. The actor/combatant certificate expires three ye,irs from the date of issue, but is renewable through a re-testing
process. The actor/combatant certificate signifys SAFD recognition of this individual as a safe, competent performer.

TEACHER
A certified teacher of stage combat is an individual who has first passed the actor/combatant proficiency skills test and, in
addition, had extensive educational training and passed SAFD tests in teaching techniques, historical styles, weapons theory
and practice, and stage choreography. The SAFD endorses certified teachers to teach stage combat.

FIGHT DIRECTOR
A fight cdirector is an individual who has completed all requirements of an actor/combatant and a certified teacher. Beyond
this, he or she must have a strong backgroun in fight choreography. Fight Directors are endoresed by the SAFD to teach,
coach, and choreograph fights professionally.

FIGHT MASTER
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A fight master mus: have a strong professional background and provide continuing support to the SAFD. Fight masters are
endorsed by the SAFD as top professionals in the field of stage combat.
The Fight Master is printed 011 recycled paper.

Dec. 29,, 199f-Jan .10, 1998

1
Tu~son, AZ

FEATURES

g9

15

BARE STEEL ON
29TH STREET

SAFD

HISTORY!
TURNING BACI<
THE HANDS OF TIME

BY MARY SHEN BARNIDGE

BY MARGARET RAETHER

When David Boushey first approached a theater
about hiring hirn as a fight director, they literally
didn't underst:md what he was talking about.
That was 1977. Things have changed .since then.
It's the SAFD's 20th birthday. Here's a look hack.

An observer sits in on fl rehearsal for The Killer and
The Comic as the fight choreographer, J. David
Brimmer, creates "the illusion of violence" while
staging a knife fighl between the acton.
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and BADC.
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Actor/Comu<1lanl and
.Advanced Actor/Combatant
Work5hops taught

Teaching staff
lee! by

(President, SAFD)

BY MARGARET RAETHER

Robert Seale

Preparations are underway for the 18th National
Slag-: Combat Workshop al UNL V. The NSCW
has come a long way from its 1980 beginning in
what a skinny kid named Drew Fracher recalls as
"a really bot gymnasium."

Peppe Ostenssen
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Weapons covered:
Rapier & Daggt'r
Srnallsword
Broadsword
Quarterstaff
Unarmed Combat

(Din:cto1; JJASSC)

Colleen Kelly

Payson Burt
Brent Gibhs
Richard Ryan

Up to eight hams of
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Housing available
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All weapons provided
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PUT TO THE TEST

Results of SAI-<D skills proficiency testing
across the country. And the winners are ...

BY CHARLES CONWELL

The spectacular Royal Armouries Museum in
Leeds, England opened last year and Charles
Conwell de~cribcs it as "heaven."
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BY MICHAEL G, CHIN

where the foremost stage combat societies of the world,
The Society of American Fight Directors, 'I'he British Academy q/Stage & Screen Combat,
PiR,ht Directors Canada, Tbe Nordic Stage Comhat Society,
and The British Academy qf'Dramatic Combat
join forces for two intensive weeks of workshops.

WORl<SHOP REPORT ............. Jay Wurtz

The Las Vegas Winier Workshop
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"WE COULD USE SOME HELP •• :'
JOURNEYPEOPLE

Be a part of this exciting workshop
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MORE HISTORY STUFF:
THE NSCW

(President, FDC)

FROM THE PRESIDENT ........ Drew Fracher

The president's "State of the SAFD" report

In 1988, after concluding a record-breaking NSCW,
then-coordinator David J,eong knew that more staff
was needed. He set up the journeypcrson program
with lwo goals: ·'to work and to learn."
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FOR INFORMATION CONTACT

RICHARD RYAN +44 181 881 6725
E-MAIL: RICHARD RYANISCW@COMPUSERVE.COM
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ERE I AM WRITING IN ANOTHER BEAUTIFUL ISSUE OF
THE FIGHT MASTER, OFFICIALLY THE FIRST OF 1997

BY
MARGARET
RAETHER

I just love David Boushey's story about seeking
work as a fight director in the 1970s. "What's a
fight director?" asked the artistic director (with
complete sincerity) whom David was trying to
sway. Well, that was then; I.his is now.
In this iswe, we look back - waaaay back
to the SAFD's beginnings. Jimmy Carter was in
the White House, the Bee Gees were big, and
David Boushey got together with two other guys
named Erik Fredricksen, and Joseph l\iartinez to
start the Society of American Fight Directors.
In this issue we also examine the history
of the NSCW. It started with a staff of three in
a really hot gymnasium facing 29 studemsthat included three future fight masters ...
In the Royal Annouries Museum you can
watch fully-armoured knights battle with war
hammers. It's live, it's authentic and, Charles
Conwell assures us, it's heaven.
Mike Chin was one of the first five actor/
combatants chosen to journey at the '89 NSCW,
so his article about the journeyperson program
has an insider's slant.
Back in today's world, Mary Shen
Barnidge chronicles a fight rehearsal for Thi'
Killer and the Comic at the 29th Street
Playhouse in New York- J. David Brimmer
is the fight choreographer.
Panache runs in the Fairbanks family.
"Film Fights" looks at Douglas Fairbanks, Jr.
Did you know that it was his father's advice
about Rin Tin Tin that kicked Doug, Jr.' s

BY
DREW
FRACHER

New bylaws

A new SAFD website

Lots of stuff on the agenda, the most
important of which are the new bylaws.
I hope by now you've all received your
Cutting Edie and that you'w had a chance to
review the proposed bylaws ond have used
your vote to bring change to the organization.

A new SAFD website which should be up
and running in the next few months. T am very
excited about the look and content of our site
and I think you will be favorably impressed.
Soon you'll be able to log on and stay up-todate on events, workshops, auditions, etc.
We hope to cover a wide range of topics
and to make stage combat more accessible to
the world at large, not just to our membership.
As soon as we're up and running we'll let you
know. My thanks to Mr. Chris Barbeau for
volunteering his time and skill to keep our
current site up and happening to this point.

If you haven't paid 1997 dues yet, you
need to do so immediately so that your vote
will count. ln tl1e future, we plan to send out a
dues reminder - hopefully even a form and
envelope with which to mail in dues by Jan. l.
It is because of dues that the SAFD can
publish both a journal and newsletter, operate a
website, refurbish our armoury and keep things
working at all. Please
pitch in in this small way
to keep us a viable
organization.

'- We should all be proud
of the reputation that
we have acquired. ~

Elections coming up

The new bylaws, if
adopted, dictate a more
even distribution of
voting power, with each
level of status having a
voting representative.
This means that there
will be elections coming up. You'll be asked to
nominate and elect a member rep. Each of you
will have a direct pipeline (your member rep.)
to voice opinions, concerns and needs.
I hope that you will all take advantage of
this opportunity to help the organization repn:c;cnt everyone',, needs. At the annual meeting
the officers and I will be working hard to
update our policies and procedures to reflect the
new bylaws. In this way, the SAFD can begin
to function legitimately within the industry.

~

1-800-659-65 79
SAFD

, Hor LINE

Our real mission
rinally, I want to say a word about our
real mission in this business. Too often in the
dog-eat-dog world of trying to make a living
we forget that the real reason this organization
exists is to create a community for folks like
ourselves. In a business where there are very
few constants, very few things one can really
rely upon,. the SAFD is (or should be) a port in
the storm. We all need to remember that caring
for one another is our real mission.
This covers many bases; including your
partner on the other end of that broadsword,
a student that is having l.rouble with a roll,
a producer calling in panic because a lead actor
has been injured, or simply when someone
calls up out of the blue and asks for information
about the SAFD and what it can do to help.
Please, let's all remember that the most
important thing we do is take care of each
other in all aspects of our work and play. Don't
let your quest for personal fame and fortune
negate the real reason lhe SAFD exists. Be
careful out there gang; fight safely and be cool.
Peace.

The SAFD goes global

9A.M.-5P.M.

There is a great deal of activity going on
internationally of late, with SAFD members
training and working in the United Kingdom,

EASTERN STANDARD TIME
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Scandinavia, Germany, New Zealand, and
Australia among others.
This is proof positive that our organization
is well-respected throughout the world and we
should all be proud of the reputation that we
have acquired. My thanks and praise go out to
all those folks who are continuing to expand
our sphere of influence around the globe.

Dues are due!

carnerintol,@f¥

•

and that means we're pretty much back on track
in terms of schedule. I want to personally thank
Margaret Raether for the hard work in getting
llS here and for her beautiful work as editor and
artist. I hope that we'll be able to stay on track
from now on and, barring another unexpected
change of officers, we should be okay. Meantime, thanks to each of you for hanging in there.
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The Society of American Fight Directors
in association with

The University of Nevada, Las Veaas
i\N cQUAL OPPORTUNIIY AFFl~MAIIVE ACTION UNIVEf{SITY

presents

Crawfish Boil
and
Stage Combat
Workshop
BY
MICHAEL
CHIN

H
·
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·WITH ONE FIGHT MASTER AND SIX CERTIFIED TEACHERS?
--------------------------------------------------------- ---------------

The answer is: all that plus sitting down to all
the spicy hot Louisiana crawfish you can eat
and a keg of ice cold Bass Ale!!!
The Fifth Annual Louisiana Crawfish Boil
convened last Easter weekend (Mar. 28-29) on
the campus of Louisiana Tech University. LTU
is located in north central
Louisiana in the college
town of Ruston.
The workshop was hosted by
Certifit:d Teacher/
SAFD Treasurer
Mark "Rat" Guinn
who is on the faculty
ofLTU.

The staff
The two-day workshop was
taught by Fight Master Dale Girard,
CTs Bryan Brynes, Michael Chin,
Colleen Kelly, S<.:ot Mann, Rat and - in his
triumphant comehack - Michael Anderson.
Yes, I repeat, Michael Ander~on was not only
there but taught at the Crawfish Boil, in an
appearance thal can only be described as awe-

July 14-August 1, 1997

Las Vegas, Nevada

* Actor/Combatant Worl<shop
*Advanced Actor/Combatant Workshop
For more Information, call NSCW On-Site Coordinator

LINDA McCOLLUM •

702-895-3662

inspiring. [Michael Anderson was very
seriously injured last year in an accident. Ed.]
The boil was attended by 32 students,
from as far north as New Yorlc and Minnesota,
and as close as Louisiana, Alabama, Georgia
and Florida, Due to the diverse level of skill
proficiency exhibited by the students, the
participants were divided into two groups. One
group consisted of beginner and intermediate
level students, the other was comprised of
intermediate/advanced level people.
Day One

On the first day there were two two-hour
classes for each group in the morning, followed
by lunch, a two-hour afternoon class, a ~12 hour
Afternoon High Tea (rest and chill period), and
then a second two-hour afternoon class. Classes
ended at 7:30 in the evening and the day
culminated with a much-needed wind down in
the hot saunas and steam rooms.
Day Two

The second clay remained the same for the
beginner/intermediate class. But things got a bit
more intense for the advanced
class. Their day got turned up a
notch with the introduction of
nine one-hour classes. The onehour classes worked like a charm.
ll afforded the students a chance
to experience more instructors
and learn a lot more techniques.
It also kept them on their toes by
forcing them to work at a higher
sustained clip. Everybody got
their money's worth.

Switching teachers and styles
Every student trained with
each of the seven teachers that
were present. It was interesting
and refreshing to see the various
teaching styles and techniques
that are used across the country.
As an added bonus, Certified
Teacher k. Jenny Jones who was
on hand as a participant joined
in by leading everyone through
an after lunch full-body and
vocal warm-up.
The students were taught
classes in unarmed comhat, falls,
movement, use of the voice,
THE FIGHT MASTER •
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PACE
UNIVERSITY

Summer is almost over ...
it's time for one last Sling!

ummer

'87

Pace University Department of Theater
and

The New York Fight Ensemble
present

THE FIRST ANNUAL SAFD-SANCTIONED

New York Regional Stage Combat Workshop
Thurs., Aug. 21

through

Sun., Aug. 24

• Up to eight hours of instruction daily
• Instruction by SAFD fight Directors and Certified Teachers

• AlJ Weapons Provided
• Opportunity to take SAFD Two-Day Recertification Test
• Campus housing available

body awareness, basic martial arts techniques,
singk rapier, small sword, broad sword,
quarterstaff. rapier and dagger, knives,
mobility-challenged fighting and choreography.
Everybody learned and presented their skills in
a pressure-free, no-test atmosphere, that was
conducive to good work. The only complaint I
heard about the workshop was that it was too
short. Try to get a third day next year, Rat.
As if all the above activity, was not
enough to sustain your interest impromptu
classes in roller skating, gator wrestling,
harmonica playing, hodie-ho dancing, and
Bayou philosophy and witlicism, was offered
by future fight master, six-year old Jake Guinn,
a young man truly wise heyond his years.

Ahhh... the Crawfish Brunch
The highlight of the workshop, of course,
was the Easter Sunday Crawfish Brunch. If
you've never had crawfish you are in for a
treat. Crawfish are the size of Jumbo Shrimps
or Prawns and look like miniature lobsters,
complete with pincers. They are boiled live in
Cajun spices (primarily cayenne pepper) and
then best served steaming hot. You eat them,
by breaking them in half, sucking the juices
from the head and then peeling them like
shrimps, a technique that Rat was more than
happy to demonstrate. This meal is truly out of
this world!
The Crawfish Brunch takes place outdoors
in beautiful 80 degree weather, a treat in itself
for us winter-battered Yankees. It comes with
all the crnwfish you can eat, ice cold Dass Ale
or soda and iced tea, sweet corn on the coh,

boiled red potatoes and plenty of napkins.
Yee-ha! A petfect cap to two days of intense
fun and constructive fighting.

'- The only complaint I heard about the
workshop was that it was too short.~
I'll say one thing about people in
Louisiana, they know how to run a workshop.
There was the pre-workshop "Night Before
Welcome" party; an "Opening Night" party; a
"Closing Night" party; the Crawfish Boil
itself; and a "Bon Voyage" party. Five parties
for a two-day workshop. Way to go, Rat!

•••

Happy students and
teachers pigging out
on etciwfisil and
Bass Ale at the fabled
Crawf1sh Brunch.

FEES
$225 for all four days (includes continental breakfast)
$75 for individual days (includes continental breakfast)
$60 a day for double-occupancy housing
$75 fee for recertification test
%10 discount if paid in full by July l st!

For more information call the NYFE hotline

(212) 946-1361
THE FIGHT ;\-\ASTER •
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UNIVERSITY OF NEVADA, LAS VEGAS
DEPARTMENT 1 F THEATRE

I

Las Vegas
Winter
Workshop
BY
JAY WURTS

S
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EACH OTHER AT LAS VEGAS WINTER WORKSHOP

--- ---------------------------------------- --

Have you ever been upstaged by a statuesque,
150-foot-tall lady armed with a torch and clay
tablets? Twenty students from thirteen states
faced this startling challenge - and more from January 2-8 at the Winter Stage Combat
Workshop sponsored by the University of
Nevada, Las Vegas
Theatre Arts Department in association
with Dueling Arts
International.
Timing is everything, and this
year's week-long
offering, led by
Fight Director
and Certified Teacher, Gregory
Hoffman, and UNL V's Theatre Arts
administrator (and former Fight
Master editor) Linda McCollum, had its
work cut out for it.
In the middle of the workshop, megahotel and casino, New York New York,
(<.:ompletc with scaled-down version of
the Statue of Liberty and Manhattan
skyline) opened to the public. The
event drew tens of thousands of
additional visitors,
celebrities, and media
to town, giving wouldbe swashbucklers who
were ''hitting the wall"
after the first few days
of intensive combat, a
strong incentive to play
hooky.

--

--

-- ------------- -- --

buckler, single and double rapier, rapier and
dagger, rapier and cloak, quarterstaff, and (for
intermediate students) the finesse of the
eighteenth century smallsword. Of course,
unarmed fighting, a staple of stage violence,
wasn't neglected.

"It's all about directing your energy fro,n
your center to where it's needed most.~

'Stage Combat

WORKSHOP FEE: $350.00
(D

ol Occupancy Housing Available for$ I 10.00

Opt v,"n

SAFD Actor/Combatant Status Renewal

t: Linda Mccollum, Department of Theatre
University of Nevada, Las Vegas, 4505 Maryland Parkway, Box 455036
Las Vegas, Nevada 89154-5036
(702) 895-3662
C:--'-. .....

Limited Enrollment • College Credit Available for Additional Fee • Cal I for information
RESUME OF EXPERIENCE

REGISTRATION FORM

• Beginning • Intermediate • Advanced

WINTER STAGE COMBAT WORKSHOP

NAME _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
ADDRESS _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
CITY _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ STATE _ _ _ _ ZIP/CANADA CODE

--------

PHONE _ _ _ _ _ _ _ _ _ _ _ _ PROFESSIONAL AFFILIATION/SCHOOL _ _ _ _ _ _ _ _ _ _ __

D $350.00 Registration Fee
Amount Enclosed
Check One box:

D $170.00 Double Occupancy Housing Fee Per Person

rro be Charged $ _ _ _ _ _ _ _ _ _ __
D VISA

D Master Card

D Discover

D American Ex.press

O $75.00 Renewal Test Fee

D Check/Money Order Enclosed

Credit Card Number _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ Exp Date _ _ _ _ _ _ _ _ _ _ _ _ __
Signature _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ _ __
Make Checks Payable: UNLV Board of Regents, and send to: Department of Theatre, University of Nevada, Las Vegas,
4505 Maryland Parkway, Box 455036, Las Vegas, Nevada 89154-5036

Finding the energy
Actually, despite Miss
Liberty's charm and the
siren's call of other Las Vegas
attractions, the battle was no
contest. Rising and shining at
8:30 each morning, participants
began their day with stretches
and warm-0ups designed to
work out the kinks and prepare
mind and body for a day-long
, sampling of stage comhat tech', niques from all eras of historical
weapomy - from hand-and-ahalf cross-hilts and broadswords
with shields, to sword-and-

Morning warmups often featured special
exercises in Tai Chi and aikido, the fluid, subtle,
yet powerful martial art that forms the basis of
much of Hoffman's, and guest Fight Master
Erik Fredericksen's training and choreography.
Both teachers, plus their able assistants, Ted
Sharon and D.C. Wright (who teach theatrical
combat at Brigham Young University), and
advanced student-apprentice, Alistair Logan,
showed participants how tapping their energy
center and sharing its ebb and flow with a
partner can lead to a surprisingly graceful and
effective performance, even for actor/combatants
who had never before thrown a punch or
wielded a sword.

Directing energy
"It's all about directing your energy from
your center to where it's needed most,·· says
Hoffman, whose low-key, affable style seems
to personify aikido' s quiet power. "In stage
combat, you have lots of opportunities to share
energy with your partner, letting your body
and the weapon work for you, not against you.
Tai Chi teaches you a lot about handling your
own center of gravity. Aikido expands that
awareness and capability to a partner. Both
help you move and communicate better." A
martial artist for ten years before turning his
talents to stage combat, Hoffman adds that
these techniques can lead to some very
naturalistic and convincing fight moves and,
he says, less physical fatigue.
He may get some argument on that last
point from the few students still struggling at
midweek to reconcile Tai Chi's and aikiclo's
graceful, energy-saving motions with late

While not anticipated the workshop is subject to change.
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nights a gambling and early morning fight
calls. The only alternative, most found, was to
surrender to the ambitious i;chcdule and go
with the flow. When the armory door at the
back of the now-familiar Black Box theater
swung open at the beginning of each class,
there was no shortage of willing hands and
eager faces ready to partake of the ne.\t rouncl
of make-believe mayhem.

" ... there was no shortage of willing
hands and eager faces [for] the next
round of make-believe 1nayhem. ~
'1
I
I

tested actor from Missouri, became "Brawn,"
hero of a coin-operated, comically malfuncLioning ·'virtual reality'' combat game that gave
human partner Tom Conroy of Sunnyvale,
California more than his quarter's worth.
Si.milady, Deven MacNair, a striking, wellmanicured actress from Southern California,
and Nona Gerard, an assistant professor at
Penn State, played to their "types" in a brawl
between roommates over housekeeping chores.
("HI break a nail because ol thii;, you're
gonna be sorry!" Dernn screamed as she
prepped for a rou~ing haymaker.)

Message from a master
For m:my, the high point of the workshop
came with a two-day series of master classes
presented by fight master Erik liredr.icksen, an
SAFD founder and Chairman of the Thciatrn
Department at the University of Michigan.
Bulldog strong and possessed of what the
Japanese call "big hara" (a generous, down-tocartll character), r-.Iaestro Fredricksen lavished
his time and expertise on beginners and
intermediates alike, convincing everyone that
no detail was too small or technique so
insignificant that it dill not meriL full
concentration and practice - and had its role
to play in the larger scheme of things.
"I'm uncomfortable with the whole idea of
-:alling anyone a master in this business,"
Mm,stro Fredricksen said modesily in his
introductory renrnrks. "What we do comes
from so many sources," He reminded us that if
we pay too much attention to one thing at the
expense of another, our pe1formanec is bound
to 8Uffer.
In fact, Maestro J:lredrickscn' s instruction
was a model of economy and the integration ol
many concepts. His pracliced eyes assessed
each pair of comhatants, spotting dozens of
little mistakes and momentary lapses that can
translate into accidents or a bland (or blown!)
fight. When th0 Mae,tro threw into our
routines a few of his favorite moves - from a
clever smallsword disarm in Septime to a
breathtaking overhead beat parry with
broadsworJ or rapier - our partnered efforts
became more than lessons; we felt we were
practicing art.

Going with the flow
Dy week's end, we had settled into a
comfortable pattern of eating, sleeping, and
fighting (when we weren't watching D.C.'s
Jackie Chan videos) that made our
regular occupations, whatever those
were, distant memories. Only Mickey
Kaehingwe, a drama professor from
Tllinois who h,1.s studied with Drew Fracher,
Richard Raether, and .Tames Finney, felt tbe ·
pressure of re-upping. Mickey's broadsword

ti
'
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fight with Stephen Schilling, an instructor at
Duke University, over a dbpulcd manure palch
evoked the perfect picture of medieval squalm:
(Steve, as he is coming en garde, "l've told you
peasants a thousand times to
stay out of my
manure patch!"
Mickey,
prepping for a
r u n 11 i n g
rnoulinet attack:
"I know, but
mmmm, it tastes
so good!")

ticipants means more resources, more partners
to practice with, and more people of different
skill levels to foam from. And how can you
beat a week of slinging steel in Las Vegas?"

"Here, even beginners had a chance to experiment with
rapier and cloack, sword and shield, and double rapiers
- techniques usually reserved for advanced students."

Looking forward
looking back
One of the most meful sessions for many
was a brown-bag lunch during which Gregory
and Linda fielded questions about the SAFD,
requiremcnti; for actor/combatant testing, aml
paths for becoming a certified teacher. In
return, students offered the organizers useful
feedback about the workshop.
Most liked I.he idea of a one-week
program: time e11ough to build new skills while
practicing old ones: seldom possihle in oneclay or weekend workshops. Herc, even
beginners had a chance to experiment with
rapier and cloak., sword and shield, and double
rapicrs--techniques usually reserved for
advanced st11dcnts. It was a tribute to both the
quality of instruction and student motivation
tliat novices pick.eel up on these challenging
techniques so quickly.
"I had pe1formed with a few SAFDtrained actor-combatants," Bill Warren told the
group, "but l felt I was miiising something
unless I went straight to the source and took
some lessons from a certified teacher." He was
not disappointed.
Pew of us l..rained from the start by SAFD
certified teachers vvould suspect that people
from different 8tage fighting backgrounds
might consider it risky to invest in a week-long
stage combat program. If nothing else, it shows
that workshop sponsors should not take public
awareness for granted. Be sure to trumpet your
certified teacher's and fight master's achievements in all flyers and advertisements.
"This is the second ·winter Stage Combat
\Vorkshop ,ve'ye hosted," Linda said.
summing up a week that held something for
everyone: in the classes or the casinos, whether
you like your weather bone dry or wcl and
blustery. "Last year we had twe!Ye students.
six beginners and six intermediates. This year
it was twenty - split fourteen and six. Next
yi.;ar we're looking for an even bigger turnout
in both categories; which is great. More par-

Well, it all depends on that 150-foot high
lady. H she chooses the torch as her "found
weapon," ask for nnother partner.

•••

Jay Wurts, an SAFD member, has vvritten and edited a
variety of books. He is collaborating with Certified Teacher
and Fight Director, Richard Lane, on the forthcoming stage
combat primer, Swashbuckling: A Step-by-Step Guide to
Stage Combut and Thf;;atrical Swordplay (Prusce,1iun1
Press, Fall '97).
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;r:~SAFD history:
;>turning back the
hands of time...

Lewis Shaw, Proprietor
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-

The Society of American Fight Directors
celebrates 20 years of fighting the good fight
this year. So from those who were around
when it goL started to those who are carrying
the torch into the future, here's a short history
of how we got here from there.

IN THE BEGINNING •.•

Tn the mid-70s when D:wid Boushey returned
from studying stage combat in England, he
approached the Seattle Repertory
Theatre and offered his scrv ice:, as
a fight director. "What's a fight
director?" asked the artistic director.
"I knew 1 had my work cut
out," recalls the SAFD founder.
"As a member of the Society of
British Fight Directors (the first
American to be inducted into the
SBFD) I knew how their organization was structured. And I knew
how valuable an asset to the fight community
their society was. It was obvious to me that a
professional organization would need to be in
place if Americans were going to get tl1L'.
respect the British had earned in England."
On May 16, 1977, the SAPD was
incorporated. Any organization is only as
strong us its members, so David's first act was
to get on the phone and start making calls.
He talked to actor Byron Jennings, with whom
he had gone to school in England; to Erik
Fredricksen with whom he'd workeu at Seattle
Rep.; to Joseph Martinez. who bad also studied
in England and whom Daviu met at the Oregon
Shakespeare Festival, and finally he spoke to

Rod Colbin, one of America's most respected
fight directors. Boushey convinced them all to
join him in launching a fledgling group. "Now
it begins l" Joseph Martinez recalls thinking.
From its inception, U.S. cil.izenship has
been a requirement for SAFD fight masters.
British Fight Master Patrick Crean. based in
Canada, came on board as an honorary member
late in 1977.

" What's a fight director?"
asked the artistic director... "
GETTING ORGANIZED...
SAFD memhership sprawled acro~s the U.S.
right from the beginning. The first officers
were President David Boushey in Seattle; Vice
Prcsiclcnl Byron Jennings in San Francisco;
and Secretary/Treasurer Erik Fredricben in
New York City.
The SAFD was, at its inception, just what
the name implies: an organization for fight
directors. Its ~tated purpose was "to bring
together into one organization those individuals
who earn a living choreographing fighL sct:nes
for stage and film" (Articles of Incorpm:ation).
But by April of 1978 the SAPD had three
classifications of membership, boasting six

'more information
call

325 - 2046
orwlite
::

Offering a full range of combat-re . . . . . .. · ons
and training equipment for theatre, film~ ·and
historical recreation

VUIAfCAN'S FORGE

•••••••••••••••••

3013 Shannon Drive
Baltimore, MD 21l213
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that of certifying students as actor/combatants.
At that same time. in New York, J. A.lien
Suddeth was busy rehearsing for his own
SBFD certification test and wondering why
there wasn't an American test.
"The British society had been testing
students in England for many years and had
begun testing in America at places like
Carnegie-Mellon and Julliard, "recalls Allen.
"After taldng my test, l discovered that the
newly-formed SAFD was not testing in our
own country."
Allen contacted David Boushey and the
results was the the first-ever test of American
students under the auspices of SAFD. Twelve
of Allen's students tested in New York on
July 14, 1979. Erik Fredricksen adjudicated
and all twelve passed with two students
recommending. Since then, more than 2000
students have tested.

"full" members (defined as "professional fight
directors") 23 affiliate members ("fencing
masters in drama schools") and three student
members ("students who aspire to become
fight directors"). In July of 1978 a fourth
classification, "friend," was added. Dues in
those days were $15 for full and affiliate
members and $10 for students and friends.
GETTING THE WORD OUT • , •

"It was a matter of public relations and
focusing attention on a central organization
which could bring all known fight arrangers
into a common group with a common
philosophy-that of safe and well-conceived
fight choreography," recalls David Boushey.

!
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'- It was a matter of .. a central organization which could bring fight arrangers
into a common group with a common
philosophy - that of safe, vvellconceived fight choreography.~

EXPANSION •••

The first national meeting of the SAPD took
place in New York City on August 15, 1979.
Twenty members attended. One of the lasting
decisions that came out of the meeting was
adding "actor/ combatant" as a ml:mbership
classification.
Also discussed at that meeting was a
national school of stage fighting. The October
1979 Fight Master announced that "We as a
Society intend to open three national fight
schools in the nem fulure, in New York.,
Illinois, and Seattle. These schools will allow
students and teachers to further their skills in
armed and unarmed combat." This was the
seed that ultimately grew into the National
Stage Combat Worbhop
A one-of-a-kind fight test took place at
Carnegie-Mellon on February 2, 1980.
Fourteen students were simultaneously
certified by the SAFD and the SBFD. British
Fight Master B.H. Barry began training
students in unarmed combat and initially
arranged for an SBFD certification fight test to
be adjudicated by Patrick Crean. When
Mr. Barry had to depart unexpectedly, SAFD
Fight Master Erik Fredricksen was hired to
complete the students' training in rapier/
dagger and quarterstaff. Since Mr. Crean was

ii

- David Boushey
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David asked Mike McGraw to work with
him as editor for a new magazine, The Fight
Master. For his model, David again looked to
the SBFD and their journal, The Fight Di rec/or,
edited by Henry Marshall. In fact much of the
content of the early Fight Masters appeared
courtesy of The Fight Director. The first Fight
Mastrr appeared in April 1978, and thereafter
was published four times a year. Word also
spread quickly through the ATA conventions.
The SAFD began to grow.
CERTIFICATION • , ,

In an open letter to the membership prinled in
the October 1978 Fight Master, Boushey
proposed adopting another SBFD practice -

both a fight master i'n thl: SBFD and an
honorary S AFD fight master, these students
were granted dual certification.
lt wasn't until the first international stage
combat workshop in England in 1994 that the
opportunity for dual certification came again.
Indeed, students at that workshop had the
chance to certify in the BSFD, the SAFD, and
Fight Directors Canada!
On April 20, 1980, the Society of British
Fight Directors made it official, "We fully
recognize the authority of the SAFD to
conduct tests in their own country. We rule
that certificates issued by the SBFD should
only be issued for tests conducted in the
United Kingdom."
A NATIONAL WORKSHOP , ••

On July 14, 1980, the national fight school
became a reality in the guise of the first
National Stage Combat Workshop held at
Western Illinois University.
Also in July, Byron Jennings resigned as
vice president and as a full member in order to
pursue his acting career full-time. Arnl David
Boushey announced that he was stepping
down as president; "I feel that a shift of power
and locale must take place within the society
to keep it a truly national organization,
representing all its members." On August 13,
Erik Fredricksen became president and Rod
Colbin vice president. David Boushcy became
secretary/treasurer.
Within Erik's term as president, the S/\FD
began to concentrate on actor/combatant
training and certification in colleges and
uniwrsilies across the country as well as at the
annual NSCW. Erik also began formulating
more stringent application procedures for
prospective affiliate members.
YEARS OF CHANGE • , •

In 1983, the SAFD responded to concerns
voiced by actor/combatant members who felt
that their designation didn't imply membership
as much as success at certification. Membership categories were changed in January 1983
to: 1) full members 2) associate members
(formerly affiliate members) and 3) affiliate
members (formerly actor/combatants. The

I

SAFD now had 102 members: ten full
members, 40 associate members, 4J affiliate
members, six students, four friends, and one
honorary member.
Also in 1983, Joseph Martinez became the
editor of The Fight !\faster and moved the
magazine from typewriter to typesetting.
However, clue to increased production costs
and scarcity of submissions, The Fight Master
cut back to three issul:s a year.
Rocky financial times hit in 1983, when
the SAFD bank balance hit a low of $9.25. Not
surprisingly, it du.:s were raised. Annual dues
for full members, associates, affiliates, and
friends were raised to $25 and student dues
were raised to $15. Also at this time, David
Leong took over the office of secretary.

'- Ifeel that a shift ofpower and locale
must take place within the society to
keep it a truly national organization,
representing all its members."
- David Boushey
Linda McCollum took over as the new
editor of The Fight Master editor with the May
1984 issue. The designation "full member"
(not very dashing) was changed to "fight
ma1>ter" in September 1984. Cerlifkation tests
had become so numerous that, for the first
time, adjudicators were paid a fee. Also in
1984, specific procedures were set up for
upgrading member slatus to the associate and
fight master levels.
ln September 1985, new SAFD officers
were elected, but before leaving office Erik
Fredricksen made a stern plea, "It has been in
the Fight Master~ that I have seen the greatest
disparity in interest, willingness, and focus.
Perhaps that is to some degree inevitable.
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Fight masters are, after all, practicing
professionals and it may only be natural that
their personal and professional goals will
dictate the quality of their contribution. l must
state ... that fight masters who, for whatever
reason, feel they no longer see value ... in the
active advancement of the Society should
officially withdraw."
RESTRUCTURING THE SAFD , , ,

On January 1, 1986, Joseph D. Martinez took
office as president and Drew Fracher became
the new vice-president of the SAFD.
In 1987, the SAFD celebrated their tenth
anniversary. The circular cup hilt design was
officially adopted as the SAFD logo. David
Boushey stepped down as treasurer in January
1987, and certified actor/combatant James
Finney was appointed to replace him.

-' Another problem ... dealt with the terms
'associate' and 'affiliate' members non-descriptive and confusing, even to
SAFD members, and a total mystery to
those outside the group.~
As early as 1980, members had voiced
concerns regarding requirements and
procedure for moving up Lo associate status.
Technically, that classification was for stage
combat teachers at the university level and
parMirne fight choreographers. Initially, two
letters of recommendation and a resume were
required, but cases of padded resumes
surfaced. Another problem that resurfaced
dealt with the terms "associate" and
"affiliate"-non-descriptive and confusing,
even to SAFD members, and a total mystery to
those outside the group.
The solution to both problems came in
1987, with a major restructuring of member-

issue of The Fight Master, the first under new
editor Margaret Raether. The Fight Master
moved to a twice-yearly schedule, with the
Cutting lidge published six times per year.
Plans went forward in 1991 to move the
NSCW to Boston. In fact, a whole issue of The
Cutting Edie that detailed the move was
printed but never mailed. Unfortunately, the
move turned out to be too expensive and lhe
worbhop remained with our gracious host, the
University of Nevada, Las Vegas.
1992 was a busy year for the N SCW,
which celebrated its 15th anniversary and also
held elections for officers. Tn January of 1993,
Drew Fracher took office in the top spot with
Susan Eviston as vice president, the SAPD' s
first certified teacher (and first female) officer.
Richard Raether continued in the offices of
secretary and treasurer.

ship classifications. Affiliates were once more
designated as certified actor/combatants and
were required to renew their certification
periodically. Certified teachers became the
next rung in the ladder. For the first time, a
standard of knowledge and teaching ability
was formulated and a testing procedure
devised. Like actor/combatants, teachers must
renew their certification every three years.
Joseph Martinez created the first teacher
training workshop and certification test at the
1987 NSCW. Associate members could
grandfather in as certified teachers, provided
they took the teacher certification test. The
student classification was dropped, hut the
general category "friend" remained.
The SAFD now bas a simple, selfexplanatory hierarchy. Membership is open to
anyone with an interest in stage combat, and
three certification levels exist:
actor/combatant, teacher, fight master.
After two-and-a-half years and three
petitions for non-profit status, David 13oushey
and Erik Fredricksen flew to Los Angeles and,
with the aid of an attorney, pleaded the
SAFD' s case. Through their seHless actions,
the SAFD was finally awarded Federal notfor-profit tax-exempt status.
July 1988 saw Richard Raether and
Christopher Villa certified as fight masters,
and in April l 989 Richard Raether took over
as secretary/treasurer.

GIVING MEMBERS A VOICE
A n o th c r
innovation
in
1993
was
member
representatives. Geoffrey Alm was selected by
his peers to represent the certified teachers and
Ricld G. Ravitts was dected to represent the
general membership. Both were new voices in
the annual officer's meetings held prior to the
summer workshop.
In late 1993, the SAFD made strides with
Actor's Equity Association on many issues,
including the wording of contracts regarding
fight directors, fight captains, and fight calls.
1994 began with a message from Drew
Fracher in The Fight Master reminding all
members, "Our standards of quality and our
personal skills must never he compromised,
just like our standards of safety."
In 1994 there were some management
changes. Ralph Anderson, a certified teacher
based in New York City, took over as editor of
The Cutting Edge. Richard Raether resigned as
secretary and treasurer after five years. He was
replaced by Mark Guinn as treasurer and Mark
Olsen as secretary.

ONWARD AND UPWARD • , •
J. Allen Suddeth took office as SA.FD
president in January 1990, which was duly
rep01te<l in the first issue of the SAFD
newsletter, the Cutting Edge, edited by
Margaret Raether. Drew Fracher began
another -term as SAFD vice president and
Richard Raether remained secretary/treasurer.
Also in January 1990, film legend~
Douglas Fairbanks, Jr. and Stuart Granger
were inducted as honorary SAFT) members.
ln July 1990 the first SAFD Advanced
Actor Combatant Workshop took place. The
AACW was designed and taught by J. Allen
Suddeth and Erik Fredricksen, and focused on
advanced techniques. "The SAFD is moving
ahead," reported new president in the fall '90

NEW FIGHT MASTERS
Chicago's David Woolley took up with evil
companions - that is to say, he became the
newest fight master in the SAFD in 1994.
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-' Our standards of quality and our personal
skills must NEVER be compromised, just
like our standards of safety.. ~
- Drew Fracher

1996 saw the first International Stage
Combat Workshop take place in London, with
members of the Society of British Fight
Directors, Fight Directors Canada and the
SAFD participating in two weeks of intensive
workshops that offered participants the historic
opportunity to certify in all three organizations.
1997 marks the 20th anniversary of the
Society of American Fight Directors. With a
membership hovering just above 400, the
SAFD is thriving and David Boushey's dream
of 20 years ago is a reality.
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But he didn't remain the rookie for long. In the
summer of 1995, Dale Anthony Girard became
the SAFD' s newest fight master.
Shakespeare's Globe Theater, gone from
the banks of the Thames for 350 years was
rebuilt in recent years and re-opened in the
summer of 1995. The SAFD was well
represented at this historic event when Joseph
Martinez, Ricki G. Ravitts, Lewis Shaw, Brad
Waller, and Tim Klotz performed a program of
lecture/demonstration, and performance on the
swords of Shakespeare.
Fall, 1995 was election time again. Reelected SAFD President Drew Frachcr took
office in January 1996, along with VicePresident Colleen Kelly. Mark Olsen resigned
as secretary and Paul Dennhardt was appointed
as his rnplacement. Also in 1996, The Cutting
Rdge changed hands again, with David "Pops"
Doersch taking over as the new editor.

V,

z

>,

i~z

-c,:::,

~~o

V)

z

'II'

-

0,

0,

~~~
:iJ!
-,u. '2
0

V)

~-ml ...

:,-..,.
<(~ .80

I.fl

0,

0,

z
E~

-t~~
-,u,"

g

e .lll C; >

e~li~
°''° -,o
a..~
0,

tJ ~

V

~

~ID

--£,:::>

c.,
0

23

.l!!
bffi
:, ajv,

-,u,Z

~1~
~Cl.,,~
g~ §u

z8~o

1f§

.....

Cl O

~l
.,
°'... _co
0,

'

f-N

.

I

I

•

I

THE FIGHT MASTER •

SPRING/SUMMER 1997

THE FIGHT MASTER •
i

_ _IJ

SPRING/SUMMER 1997

•

National
Stage

1980

,,1,

Westem Illinois

iii'.

U11iversily
NSCW
Coordinol-or:
J. D. Martinez

'Ill.:

1

I

Teachers: Bou,hey,
Fredricksen, Martinez

Ii•
j!·

29 students attending

1981

University of N1ichigu11

Coordinator:

Erik Fred1ickse11

Teachers:
Crean,
Fredricksen,
Boushey, Martinez
Guest lnslructo1s: Mrntin
Katz Pensok Silot
23 s1udents atto11ding

1982

California lnstilute
of the Arts
Coordinc1tor:
David Boushey
Toochers:
Fredricksen,
Boushey Mrntinez
Gues!s: Rod Colbin, Libby
Apµel
14 students in attendance

1983

Northern Kentucky
nivcrsity

Coordinator:
David Leong
Teachers:
Houshey, Mortinez,
Riclrnrd Gmdkowski
Guests: Patrick Crean,
Richmd Huggins Lms
Lundgren; 46 students in attendance

•

In August 1979, actor/combatant
certification was still in its infancy; the
primary objccti ve of the Society of Americm1
Fight Directors at that time was tl1e promotion
and development of the art of fight direction.
Nonetheless, at a national SAFD meeting
in New York during August of 1979, plans
were discus~ecl for opening a "national fight
school." The most manageable and
practical pian seemed to be some
kind of annual workshop that would
travel around the country.
THE FIRST NSCW

1984

Solem State College,
Massachusetts
Coo1dinator:
J.D. Martinez
Teachers: Boushey,
Normand Beuuregard,
J.D. Mortinez, Leong
Guest lns!Tuctors: Patrick
C1ean, Richrnd Huggins, Lars
Lundgren; 38 students ottending

1985

Soulli Utah Stale College
Coordinator:
David Leoog
Tenchers:
J.R. Beardsley,
Boushey, Fredrickson,
David Leong
Guest l11s1Tuclor: Bob Miles
27 students in attendance

1986

Memphis State University
Coordinc1tor: D. Leong
Teachers:
J. R.iloordsley,
Boushey, Fracher,
J. Allen Suddeth
Guests: Boh Miles,
Patrick Crean
~8 stodent1 in allondc111ce

1988

Memphis State University
Coordinator: D. Leong
Tenche1s: Boushey,
Fracher, Fredricksen,
Leong, J.D. Mrnlinez,
J. Allen Suddeth
Guesls: Bonnie Raphuol,
Dale Kirby
Teacher Training Workshop: 14
Actor Combatant Workshop: 48

1989

Universily of Nevada,
Las Vegas
Coordinator: D. l.eong
Toocho1s: Beardsley,
Boushe'l, Frocher,
Erik F1edricksen, Leong,
J. D. Martinez, J.A. Suddeth,
Christopher VIiia
Teacher Training Workshop: 8
Actor Combalont Workshop; 58

1990

University of Nevada,LV
Coo1dinalor: D. Leony
Teachers:
David Boushey,
Fredrickson,
Frocher, Leong
Martinez, J.A. S11~deth
First Advanced Actor
Combc1tant Workshop: 12
Actor Combatant Workshop: 35

THE FIRST AACW

-' My most vivid meniory is a
REALLY hot gyn1nasium - no
air conditioning!~

The following srnnrner. during
July of 1980, 29 participants trekked
from as far away as Hawaii and
Canada to attend the first annual
National Stage Combat Workshop at
Western lllinois University.
Fight Master Joseph D. Martinez
coordinated that fin,t workshop which
featured a black powder demonstration with matchlock and flintlock
rifles, along with classes in rapier and dagger,
broadsword, quarterstaff, smallsword, unarmed
combat and akido,
David L Boushey, Erik Fredricksen, and
Joseph Martinez taught all the classes. The
weapons were crude by today's standards and
the whole event was run on a shoestring. Yet
that first workshop marked a turning point for
the SAFD. It was a new idea and one that
worked; an annual national workshop devoted
solely to stage combat. The SAFD acquired a
new mission: training actors in the techniques
of stage combat.
Among the stage combat students in that
first workshop were three future fight masters:
Drew Frachcr, Christopher Villa, ancl Jolm
Robert Beardsley. "My most vivid memory is
a really hot gymnasium~no air conditioning!"
laughs Drew. And, proving that fight ma&ters
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were all once beginners too, Drew admits,
"Twas really frustrated in smallsword class!"
A"' the NSC\V began to grow in sb~ and
complexity, so did the emit and difficulty of
moving each year. It became increasingly
difficult to find and rent a facility that had
enough space and ww, willing to co-produce
lhe workshop.

The Teucher Training
Workshop, the hrainchild of
Joseph D. Martinez,
established training with
high standards anJ a
ccrtificati 011
procedure for
stage combat
teachers who are then
enclor~cd by the SAFD.
The Teacher Training
Workshop's integrity and
success has been proven many
times over. Since that first TTW, 53
teachers have been certified by the
SAFD. Other organizations (VASTA, the
Society of Theatre Movemem Specialists,
and Lhe Move-rnent Committee of SETC) have studied the
SAFD teacher certification program as a model.
In 1989 the NSCW moved to the University of Nevada
Las Vegas with a (Lhen) record allendance of 66 students.
Imagine 66 people who all need room to sv..ing a quarterstaff
and you get an idea of the NSCW' s space requirements.
Long-time SAFD member Linda McCollum became the onsite coordinator at UNL V, a position she still maintains.
Also in 1989 the journeyperwn program began at the
NSCW. (Sec Mike Chin's article on page 2n. Ed.) As the
number •of students attending, more staff waR required.
The NSCW expanded a third time in 1990 to answer an
increasing demand for acivancecl tr:iining. Many students,
eager to continue training, had little n.~course except to seek
out private instruction or snagging a spot as ajourneyperson.
It's 1980 and these people are standing around in a really hot 8)'mnasium
al the first eve1 Nalioml Stage Combctt Workshop.
DAvid Boushev Is center betvveen the combatants. Actor/combatant
Jim Robinson is to his right. Sq11atting next to Robinson is Chris Villa.

1987

Memphis Stole Univo1sity
Coordinator: D. Leong
Teod1ers: Boushey,
Fracher, Leong,

M•1ti11ez, Suddeth
Guests: Patrick Creon,
Dole Kirby
First Tencher Training
Workshop: 12
Actor Combatant Workshop: 51

1991

University of Novada,LV
Coordinator: Leong
Teuchers:.J.R.
Beardsley,
Boushey, frache(
Fredricksen, Leong,

R. Raether, J.A. Suddelh
Guest: Denise Gabriel
Advanced ACW: 12
Aclo1 Cornboto11t Wo1kshop: 36

Drew Fracher recalling ihe,first NSCW

In 1986, the NSCW came to Mcmphi1,
State University and set up shop. The NSCW
would remain there for three years.
THE FIRST TTW

The SAFD celebrated its tenth anniversary
in 1987 by adding a plural "s" to the NSCW.
The National Stage Combat \Vorkslwpl:i now
included the Teacher Training Workshop. The
creation of the TTW moved the SA FD into a
new realm: the training and certification of
stage combat Lcachers as well as combatants.
The l 987 "Memphis Eight" (the first
SAFD-certified teachers) included two future
fight masters: Richard Raether and David
Woolley. The other six students celebrating
their ten-year anniversary as eerlified teachers
this year are: Geoffrey Alm, Ralph Anderson,
Dan Carter, Susan Eviston, James Finney, and
Mark Olsen, .
THE FIGHT MASTER • SPRING/SUMMER 1997
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1992

University of Nevodu,
Las Venas
Coordinator:
D11vid Leong

Teachers:

J. R. Beardslay,

Boushey, rracher
F1edrickse11, R. Ruether,

J.A. Suddeth

Teacher Trai11ing Worksl1op: 14
Actor Combatant Workshor: 58

1993

Universily of Nevada,
Las Vegas
Coordinator:

R. Raether
Toachc1s:
J.R. Beardsley,
Fr ocher ,Fredi ickse11,
J.D. Martinez, Raether,
Christoµher Villa

Advanced ACW: 15
Actor Combatanl Wmkshop; 38

1994

University of Novodo,
Los Vegas

Coordinator:
R. Raether
Teuchers:
J.R. Beardsley,
D. Boushey, D. Leong,
J.D. Mc1rtinoz, Rcrother,
J. Allen Suddeth
i\clvoncod ACW: l 8
Actor Combatant Workshop: 37

The Adrnnccd Actor/Combatant vYorkshop
was created hy J. Allen Suddeth to provide
additional training for actor/ combatants, and
also for fight captains, tead1en, and
choreographers who want Lo brush up. It also
frequently acts as a bridge to teacher training.
In 1993 the SAFD began a practice (that
continue8 today) of awarding a full scholarship
to the NSCW to one of Lhe finalists in the
American College Theatre Festival.
CHANGES
Richard Raether took over as workshop
coordinator for the 1993 and 1994 NSCWs.
Mark "Rat" Guinn was assistant coordinator in
1994 m1d took over as workshop coonlinator
in 1995, a position he still holds.
In 1996, a pre-workshop was added as ari
oppo1tunity for teachers, fight masters, and
journcypcrsons Lo come out early and work out
together prior to the start of the NSCW. The
Fight Director's Camp takes place during the
four days prior to the NSCW.
LOOKING BACK•••
As first a student, an assistant, and then as
a fight master, Drew Frachcr has been pn;;sent
at fourteen or the eighteen NSCWs. "The
work~hop is much ~moother, much more
organized now," he comments. "There was a
certain pank in the air in 1980 about where the
classes were headed and how we were going Lo
get there. A lot more gets covered now; the

1995

University of Nevada,
Lus Vegas
Coordinator:
/V1mk Guinn
Tencher;:
J.R. Beardsley,
Boushey, D. Fincher,

And this is Just Lhe Stdrt ol the day ...
Students at the 1991 National Stage Combat Workshop
warm up for a full day of stage combat classes.

Frcdricksen,Roother,
J. A Suddoth, Chris Villa
Teacher Truini11g Workshop: 14
1\cto1 Combatant Wo1kshop; 38

1996

University of Ncvadc1,
Las Vegas
Coordinator:

Mork Guinn

Teacher,;
IR. Beardsley
Boushey, D. Fracf1er,
Frodricksen, Rae1her,

J A. Suddeth, Chris Villa
Advanced ACW: 18
Actor Combatant Workshop: 44

University of Nevada,
Los Vegns
Coordinator:
Mork Guinn

Teachers:

J.R. Beardsloy,
Erik Fredricksen, Dole
Anthony Gi1urd, Richaru
RaetherJ Allen Surldeth,
an<l David vvoolley
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standards and requirements are much higher.
But the fun quotient is better, too. Through
experience, the fight masters have learned to
take a lot of the heat out of that presl>.urecooker situaticm. IL' s a saner place."
All in all, the 20 members at that 1979
national SAFD meeting who kicked around the
idea of a national tschool have good reason to
feel proud today.

I!

A Museum
for the
21st Century

•••

Below is the logo art for the 1994 NSCW.

eaven 1s
another
name for
the Royal
Armouries
Museum in England,
at least as far as
combat enthusiasts
are concerned.
BY
CHARLES
CONWELL

John Waller has died and gone to heaven.
I joined him there for seven hours in February.
John is the Director of Live Interpretation at
the spectacular Royal Annouries Museum in
Leeds, two or three comfortable hours by train
from London.
This enormous museum combines antique
weaponry and armour in traditional cases;
armed life-size figures on foot, horse, and
elephant; interactive videos; realistic battle and
weapons videos; actors performing dramatic
monologues; and actor/combatants performing
fights in two indoor performance areas and
jousting on Lithuanian draft horses in an outdoor tiltyard. That doesn't include the hawks,
dogs, and falcons in the outdoor hunting
demonstration. The twelve full-time and eight
part-time actors and combatants arc called
"live interpreters."
INDOOR INTERPRETATIONS
There are currently twenty indoor interpretations. During my visit I watched two
renaissance men fight with sword and buckler,
rapier and dagger, and single rapier. They
fought on a parquet floor with the audience on
three sides. Later, Twatched two fully-armoured
knights fight with war hammers in a tournament
enclosure surrounded by audience. Their armour
makes ::t tremendous. audience-drawing racket
as they cross the museum to their enclosure.
At 3: 15 two 18th-century gentlemen
demonstrated smallsword, quarterstaff,
single-stick, and hare-knuckle boxing.
In passing I heard a British 8oldier
describe the engagement at Rorke's
drill in South Africa. Talking with John
in bis office, I missed eleven other interpretations and the public rehearsal of two-handed
broadsword. The tiltyard was closed for the
winter but was reopening at Easter.
A JOINT VENTURE
The museum, which opened in 1996, is a
joint venture between government and the
private sector. The collection belongs to Her
Majesty's Royal Armouries. When the Tower
of London was deemed too small to properly
display the Queen's collection, the artillery
was moved to Fort Nelson near Portsmith and
the arms and armour to Leeds museum which

1997 (torthcoming)
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was built and maintained and operated for
profit by Royal Armouries International, a
private company.
The building's salient feature is a 100-foot
octagonal tower of glass around another hollow
octagon on the inside of which arc mounted
3,000 pieces of arms and nrmour. A spiral
staircase winds between the inner octagon and
the outer glass.
The massive building includes a library, a
banquet hall/meeting room, a theater, offices, a
restaurant, a gift shop (featuring an outstanding
selection of martial books), and a CNN television
room that continually keeps the museum and
its patrons in touch with the world outside.
The collection and its films arc organized in
five galleries: war, tournament, hunting,
self-defence, and Oriental.
BATTLE FILMS
The museum
commissioned 42
films which are
shown throughout
the building, John
directed the action
sequences in each.
They were
shot,

incredibly,
in one year. I
watched the Battle
of Agincourt and
the Battle of
Marson Moor on
good-size screens
in 30-seat theaters.
THE FIGHT MA ST ER •
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The other films are shown on video monitors
throughout the collection. Samples include
crossbows, 17th century firearms, Japanesc
mounted archery, sword-cane against London
thugs, western American gun fighting, and
20th century cavalry sword. I played Harold in
an interactive Battle of Hastings video. I lost.

'- Our task here is to show the visitors
how the vveapons were actually used
in their time.~
-John Waller
John Waller's career as a professional fight
director grew from his love of archery and
history. He was a champion European archer
in the early sixties. In 1963 he formed an
medieval archery society. In 1965 Ridley Scott
(The Duellists, Blade Runner) hired John to be
an archer in a cider commercial. This was his
introduction to show business. He appeared in

•
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a Robin Hood pantomime (traditional English
Christmas entertainment) and staged the fights
in Anne of a Thousand Days. Tn 1969 he joined
the Society of British Fight Directors. For two
years he owned and operated an archery and
antique shop near the Tower of London.
In the seventies John began teaching stage
combat at four English acting schools including
the London Academy of Music and Dramatic
Arts. When he donned a suit of armour picceby-picce for the Tower Armouries video (How
a Man Shall Be Armed) he met Guy Wilson,
current Master of Armouries. Mr. Wilson
brought John to the Tower Armouries Museum.
"Our task here is to show the visitors how
weapons were actually used in their time. We
carefully research what we do, and to this I add
my experience of 30 years as a fight director
whose belief was always reality first and
theatricality secon<l."
STUDYING THE OLD MANUALS

John is aided in his pursuit for authenticity
by an excellent library and combatants who
spend their time between performances studying old manuah. "Much useful information can
sometimes be gleaned from manuscripts or
training manuals, but to understand them

properly a great understanding of how the body
functions is required if one is to interpret from
the illustrations or descriptions, the movements
from one position to another," stated John.
John's interpreters are good actors and athletes
as well as eager scholars. Some of them have
been working with John for fourteen years.
THE ONLY COMPROMISE

Authenticity is compromised only to insure
the safety of the combatants and the audience.
John's stage combat motto is "always look
into your opponent's eyes and never trust
anyone." His combatants maintain constant
eye contact using peripheral vision for
targeting and keeping an eye on the
opponent's weapons. Every defense is real, but
the attacker cheats theatrically. John's
combatants fight within distance for rapier and
dagger. Cuts are pulled and thrusts are
delivered off target. Smalls word is fought on
target and out of distance.
ONE PROBLEM

interpretations performed throughout the day
tempt people to linger on. The end of the day
can get crowded.

i
!

'- Always look into your opponent's eyes
and never trust anyone.~ -John Waller
The museum is open from 9:00AM until
4:00PM. Plan on spending the entire day. The
food in the sunlight restaurant is good. If you
visit England, the Tower Armouries is a must
for anyone interested in combat, hunting, and
jousting. This exciting combination of antique
arms, films, and live interpreters is a museum
for the 21st century.

•••

Tower Armouries Museum has one
problem. It was designed to move a spectator
through tl1e exhibitions in two hours, but once
people get in they don't want to leave. The live

A section of the Royal
Armouries Museum,
Leeds, painted by
Carl l.aubin, 1995
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"We could
,,
use some help.
Joumeypeople
••

he rapid
growth of
the National
StageComoat

Workshop
made the need for
journeypeople clear.
BY
MICHAEL G.

CHIM

Journeype1son
Wendy Bagger checks
over the rapiers students
will be using at at the

In 1988, following the ninth annual National
Stage Combat Workshop, an exhansted
workshop coordinator, Fight Master David
Leong, muttered, "We could use some help."
i\nd so, David Leong's brninchilcl, tho
journeyperson program was born, After that
Memphis workshop, Leong and the other fight
masters realized the SAFD was growing in
leaps and bounds Furtunatcly, in 1987 the
SJ\FD also graduated its first class of certified
teachers. So now the FMs had qualified
assistants to help handle the load.
Clas" siL.cs at the NSCW were expanding.
Sixty stuclenls had registered for the 1989
workshop (an increase from forty-eight in the
previous year) and plans were being made to
initiate three sessions of classes (compared to
the two from the year before). It \.Yas becoming
clear that perhaps the assistants could use
assistance.
THE .IOURNEYPERSON PROGRAM
"I initiated the joumcypcrson program for
two reasons" says Daviu. "First and foremm,t I
felt the fight masters, t110 certified teachers,

1995 NSCW,

!i
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and the workshop itself needed a hand. We
needed another person to help demonstrate
techniques. We could use someone to partner
with students when there was an odd numher
in class; someone to run Yideo equipment and
someone else to help work out choreography,

'- Ajourneyperson vvould
be an ace up our sleeve,
an emergency partner.~
Also, in 1988, we had a ~ituation where a
student became ill and was unable to test. Her
partner still wished to Lesl, so she (the partti..,r)
ended up testing with three different people.
Each couple performed one scene from the
fight, putting additional stress on her and the
three people trying to help her out. A journeyperson would be nn nee
up our sleeve. an
emergency partner.
Journeypeople
would provide
administrntive help,
weapons maintenance,
anu coaching. And to a
le1:;ser degree, journeypeople would, hopefully.
be willing to run to the
xerox place, stuff like
thaL" (That's calkd a
"gofer" Dnvicl),
"Secondly, I wanted
to keep more members
actively involved with
the SAFD. Often times
I heard complaints that
there wasn't enough
follow-up training
available for certified
actor/combatants. With
the journeyperson program l wanted to offor a

level that bridged the gap between
actor/combatant and certified teacher.
Remember - in these days there was no
Advanced Actor/ Combatant Workshop."
And so in the very lirst issue of the Cutting
Eclge, there appeared a small blurb. It solicited
applications and resumes from certified actor/
combatants who would be interested in participating in the journeyperson program for the
"New Las Vegas 1989 Workshop.''
THE FIRST JOURNEYPEOPLE
David received some 20 applications. He
chose the following to he the SAPD'8 first
journeypeople: David "Pops" Doersch to
journey Fight Master Fredricksen and Certified
Teacher Dan Carter; Robert "Tink" Tuftcc to
journey Fight Master Leong and Certified
Teacher Steve Vaughan; Rose Hauer to journey
Fight Masters Boushey and Villa and Certified
Teacher Dexter Fidler; k, Jenny Jones to
journey Fight Master Beardsley and Certified
Teacher Jack Young and yours truly to journey
Fight Master Fracher and Certified Teacher
Susan Eviston. And so the journeyperson
program was off to a running start.
TO WORK
AND TO LEARN

1n the years that followed, the journeyperson program has used twenty-four different
peop!G to fill thirty-one po;,itions helping out
on the NSCW level as well as the Advanced
Actor/ Combatant and the Teacher Training
Workshops. The program has never
lost :,ight of David I ,eong' ~ original goah: "to
work and
to learn,"
Anyone chosen for the journeyperson
program can expect to work hard, learn a lot,
and l1ave a great three ,veeks. From day one of
the workshop, you will be asked to "be there!"
You must have your skills and technique up to
speed. It will be assumed that you arc a gooJ
and snfe fighter whose technique is near
flawless. So, if you are chosen it's strongly
advised that you work out before you report.
It's not u bad idea to take some brush-up
classes beforehand. Do not show up cold and
out of sbape. Plus, ajonrneyperson needs to be
somewhat outgoing, able to jump into a
classroom siwalion and inspire and dispel
fears of some students who may have never
touched a weapon.
DUTIES OF A JOURNEYPERSON

1) W eapomJeql1 iprnenl/work space
maintenance, it is the job ofjourneypersons
to insure that all weapons, equipment (i.e.
tumbling mats, boom box, first aid kits, ice,
vicleo equipment, etc.) and all classrooms
are in clean and workable order.
Also, journeypersom are responsihle for the

assigning and distribution of all weapons
usecl during the duration of the workshop,
this includes Night at the Fights.
Joumeypersons as well as teaching
assistants are responsible for maintaining a
clean and safe armory and facilities.

'- I wanted to offer a level that bridged
the gap between actor/co,nbatant and
certified teacher."
2) Journeypersom, must make thcmt>clvcs
available to assist in anyway nskcd of them
in the classroom, be it partnering with the
odd numbered student, demonstrating a
technique ,vith a right ma5ter or teaching
assistant,working out choreography, taking
down choreography notation, operating
video equipment, or the unglamorous task
of running to the copy center.

3) Journeypersons may be asked to perform a
Sldlls Proficiency Test (SPT) with a student
who does not have a partner.

4) Journeypersons must know all the fight
choreography in the SPT in order to help in
the coac.;hing of students.

5) Journeypersons may

Journeyperson iv\icl1ael

G Chin partners a
student at the 1990
NSCW.

be asked to perform in
Night at The Fights.

6) Journeypeople must
accomplish whatever
tasks asked of them
that will aid in the
smooth running of
the workshop.

I

7) Unofficially journeypersons often serve
as liaisons beLween
students and CTs or
FMs. Students sometimes are uncomfortable approaching the
FMs or CTs directly.

I

I'I'
I

8) Journeypersons me
responsible
for
presenting the Hal
Curtis Awards.

I
I
I

I

In exchange for all
this

bard work, a
journeyperson at the
MSCW can expect the
following perks and
rewards:
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REWARDS AND PERKS

1) Although there is no
monetary remuneration,
the journeyperson's
double occupancy
housing is provided
free of charge.

2) When a journeyperson
is not working, he/she
may attend any other
class that is in session,
providing there is no
objection from the
fight master.

In addition, a journeyperson is invited to
participate in the FighL
Directors' Camp.
This is a new program,
initiated just last
year-a four-day preworkshop workout,
where certified
teachers and fight
masters get to play.

3) A journeyperson may
Above, Mark Eis partners a
student at the 1992 NSCW.

Below, Rick G. Ravitls
videotapes students in the
Teacher Training Workshop
at the 1992 NSCW.

haw his/her work
during the workshop evaluated for recertification. If his/her work is approved by the
attending fight masters, then the journeyperson will be recognized as recertified,
which is good for three years and the
journcyperson's recert fee of $75 is waived.
HOW DO I SIGN UP?
If you are interested in
applying for the Journey
person Program, send the
following application
materials to the Workshop
coordinator, Mr. Mark
"Rat" Guinn.

1) A copy of a valid
certificate,
acknowledging that
you have passed the
SPT.

2) A letter of intent

3) Picture and acting
resume (remember, we
are actar/combatc1nts)

Send this material to:
Mark "Rat" Guinn
Louisiana Tech. University
P.O. Box 860
Ruston, LA
71272-0034

INVALUABLE SERVICE
Since its inception, David Leong's dream
has proven to be an invaluable service to and
for the SAFD.
In many cases it has turned out to be a
springboard for its participants. Perhaps,
inspired by their participation in the program,
eight out of the twenty-four journeypeople
have gone on to become Certified Teachers
(four from the original five, with the fifth
person, Rose Hauer,a lawyer married to
Certified Teacher Dexter Fidler). And thirteen
have been involved with the Advanced
Actor/Combatant Workshop, Thanks, David.

•••

Michael G. Chin is a Certified Teacher, one of the regional
reps. for New York City, assistant to the NSCW coordinator,
as well as the NSCW's head teaching assistant

-----SITTING IN ON A FIGHT REHEARSAL - - - - - - - - - - - - - - - -
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Bare steel on
Twenty-ninth
Street

I
I
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bserving
the fight
rehearsal
for a new
play at
the 29th Street
Playhouse, leads
to some musings
on the nature of
stage combat.
BY
MARY SHEN
BARNIDGE

lt's a real knife--that's the first thing I notice.
The short, balding fiftyish man gripping it
tightly in his sweating hand is an actor, and so
is the tall, pale, thirtyish man staring in fearful
apprehension at the five-inch blade. But the
knife is a genuine commando knife, and not a
novelty-shop toy. It might not be sharpened,
but it is still capable of doing permanent
damage to a man's foture .
"You sonofabitch !" the old man hisses,
"You killed my partner! I'm gonna kill you,
you bastard!" He lunges at the young man,
who deftly sidesteps out of the way, catching
his attacker's wrist on the charge. The knife
clatters to the floor.

SETTING THE FIGHTS
"I don't like that," says fight choreographer
J. David Brimmer, rising lazily from his chair.
The combatants relax and face him, awaiting
instructions. Opening night for the 29th Street
Repertory company's production of Rooster
Mitchell's The Killer And The Comir is only a
week away, and the two actors have only a
little over an hour tonight to learn five fight
sequences ranging from a slapstick vaudeville
routine to a surprise evasion-and-disarm
finishing in one of their deaths.

'- With the ... audience less than eight feet
away, all the fits must reflect genuine
pain and brutality--1vithout anyone
actually getting hurt."

4) stage comhat resume

5) anything else you feel
might help your cause
(i.e. letters of
recommendation -

NO, no bribes)!

•·

Remember, you are
applying along with
many other people.
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In the intimate space of the Rep's
playhouse, with the front-row audience sitting
less than eight feet away, all the fights must
reflect genuine pain and brutality- without
anyone actually getting hurt.
"Our job is to create the illusion of
violence," Brimmer tells me. "That's where
the artistry comes in, since we're usually

working with live weapons
- like this" he gestures to
the knife which David
Mogentale, who plays the
Killer, is now holding in
preparation for his next
attack on Paul Zegler,
the Comic.
I recall Ned
Mochd, choreographer
for Chicago's three

Night At The Fights
shows, once saying,
"Pace it-when you
have people slinging
pieces of metal at each
other, it's dangerous.
But fight choreography
is a magic trick ... it's
making the audience
feel like they're seeing
the real thing."
Joe Dempsey, the
fight instructor at the
Actor's Gymnasium in
Evanston, Illinois,
concurs, "The safety
of the actor always
comes first. .. you want
to serve the play, of
course, but if you have to
choose between the play
or the actor, you change
the play."

FIXING THE PROBLEM
"I'm going to do
something cheap with
you." Brimmer tells
Zegler. "You're on the
ground, right? How
would an old vaudevillian gel out of a fix?"
Brimmer shows
Zegler how to deliver a
crotch-kick -which
actually connects
harmlessly with the
inside of Mogcntale' s
thigh, whereupon the
THE FIGHT MASTER • SPRING/SUMMER 1997
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latter double:, over in simulated injury. "That
gives you time enough to get to your knees so
you can grab him and turn around - no, your
knees won't be able to take that for long"
Brimmer survey:, the actor.s for a moment,
searching for another way to e.\ecute the
maneuver ("With older actors - or any actor.
for that matter - you have to be aware of their
limitations and their strengths, and use what
they can do to best advantage.").

" ... you have to be aware of [the actors']
limitations and their strengths, and use
what they can do to best advantage."
"You, David --you wait until he's up on
one knee before yon come down from above
with the knife. And Paul, you grab his knifearm and just ::;hilt your weight from your left
knee to your right, forcing his arm over and
around in front- that's it- and turning it
back, and up, to stab him under the ribs and
into the hcan ... Oh, yes, I like that better.
This way, the arnlience cm1 sec yon do it. You
wanna nm that and let's see how it works?"
A STRUGGLE TO THE DEATH
The two actors do so. Even though they're
not "selling it" with grunts and grimaces this
time, concenu·ating instt::ad on the bouy
movement, the effect i~ decidedly more
suggestive of a struggle to the death. "You're
both definitely gonna feel it in the morning!"
Brimmer adds, wryly.
His remark reminds me of a comment
from Hanlon-Lees Action Theatre dirrctor
Kent Shelton - "We try to go for the biggest
and best effect we can, but if we have to tone it
down, or cut it completely, we will... after all,
we have to do it again the next day." David
Woolley, one of the eleven fight masters with
the Society Of American Fight Directors,
agrees, "You can't get lost in Lim moment and
le! the adrenaline rush control you." And
Dawn Alden. re~ident fight director for the allfemale Footsteps Theatre Company, adds, "It's
called 'chon:ography' for a reason... there's
a11 old Celtic prove1-l1 that goes, 'Never give a
sword to a man who can't dance.'"

li
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THE CREATIVE PROCESS
As the actors prepare to go home. I thank
Brimmer for allowing me to observe this
crcati. ve process, expressing regret that
audiences so often fail to appreciate the\\ ork
that goes into the staging of even a single slap
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or punch, let alone an extended rapicr-andd agger duel such as one finds in Hamlet or the
many battle scenes with a dozen or more
broadsword swinging soldiers in Macbeth.
And I ask Brimmer what advice he nlight have
for the naive or the bloodthirsty. After a
moment's thought, he shrngs, "Safety first and remember that it's only acting. If you want
reality, go start a bar fi.ghl."

•••
•••

•••
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BY
MARGARET
RAETHER

:: H-E--DIDN~T-WANT--TO _B_E ·cot,XPAR-ED -fc5 ~IIS- FATHER
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,_ BU-t ~~!\}HBUC}<~IN~)usf CAM~ ~~T_~RALLY-TQ B10~:
He and his world-famous father were so
llncomfortahle sharing the same narnc that they
called each other "Jayar" (Fairbanks. Jr.) and
··Pete" (Fairbanks, Sr. disliked the name Doug
and once said he wished he'd been called Pete.
His son promptly look him up on it.)
Be<iides sharing a name, they both pursued
careers in Hollywood and, although he tried to
avoid roles that would call forth comparisons,
Douglas Fairbanks Jr. ended up doi11g his share
of swashbuckling roles to which he brought his
own athletic flair and undeniable charm.
Herc's a brief look al the patron of the
Society of American Fight Directors. Born in
New York City on December 9, 1909, his
father was an established Broadway leading
man; his mother was the former Anna Beth
Sully, from a wealthy Bo,ton family.
When Doug was eight his parents
divorced and both remarried. Doug lived in
Paris wi.th his mother while
his father reigned as the
king of Hollywood with
his new wife. Mary
Pickford. Unbeknownst to
Doug, Sr. his ex-wife ½as
in financial difficulty. Her
second husband speculated
in the stock market and
lost her money, including
her divorce se!tlernenl.

delighted as well, but Fairbanks, Sr. was very
upset. He was in Paris on a trip and summo~ccl
his errant son to his hotel room where they had
what Doug, Jr. recalls as, "one of the worst
rows of my life.'" Strictly forbiJ.den by his
mother to cite money a,; a reason for going to
Hollywood, he had no very acceptable reply to
his father's demands that he stay in school. "I
left under a cloud of solemn, frustrated
dbappro\'al, still shaking," recalled Doug, .Jr.
At 13, he didn't precisely take Hollywood
by storm in Stephen Steps Out (1923), a quicldy
forgotten film. But he became a contract player.
Tall and athletic, he played suave leading men .
Playing the groom in Stella !Jalfas (1925). he
was ordered to grow a mustache and had to
confess that he couldn't- no one had realized
that he was only 15 .
Douglas Fairbanks Jr, and Ronald Colman in the
climactic duel of The Prisoner cJf Zenda, 1937

Hollywood beckons
By the time Doug, .Tr.
was 13, his mother was
pawning her belongings.
She was determined, at all
cos1s to keep this from her
former husband. When
Paramount, from out of the
blue, offered Doug, Jr. a
starring role in a film, she
accepted quickly. Doug was
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The adv0nt of the lalkies changed the face
of Hollywood and Fairbanks, Sr. was among
those whose careers began to falter. Despite
his background in the theater, Fairbanks failed
to ignite the screen in talkies as he had in silent
films. He was aging, und his tall, hand,ome,
athletic son was a constant reminder of that.

'- Rin-Tin-Tin could play the part!~
- Douglas Fairbanks advising his son

Doug, Jr. was frustrated with his career as
well. He made the transitions into talkies with
ease but he was still making forgettable films
while his new wife, Joan Crawford, was a fastrising star at MGM. Married when Doug was
only 19 (he had to lie about his age) tl1ey were
a celebrity couple fast drifting apart. In 19'.B,
Louella Parsons, in an exclusive interview with
Joan Crawford, revealed to the world and a
stunned Doug, Jr. that the marriage was over.

Jayar and Pete
Doug took time off from his unsatisfying
career and traveled lo Europe with his father,
"Pete" Both suffering from marital woes and

career problems, they managed to forge a close
bond. "I wallowed happily in thi, long-wishedfor relationship," said Doug, Jr. later.
Doug, Jr. remained in England for several
years, producing his own films, but with only
middling success. But his career changed
course when he received a call from David
Selznick, offering him the role of Count
Rupert of Hentzau in The Prisoner of Zenda.

FILMS OF DOUGLAS FAIRBANKS, JR.
I'm going to skip over most of the early films
of Douglas Fairbanks, Jr. like Broken Hearts of
Hollywood, Fast Life, Women Love Diamonds,
and ls Zat So? But some are worth noting.
He scored a big hit in 1930's The Dawn
Patrol as a happy-go•lucky pilot. If you can't
remember him, it's because you're thinking of
the remake with Errol Flynn - David Niven
played the role that Fairbanks had originated.
In 1931, Doug was asked if he'd consider a
supporting part in a hard-boiled film at Warner
Brothers - a tough, Italian hoodlum named
Ricky. "I was dying to play Ricky!" said Doug
later. "I hoped to demonstrate my versatility in
this showy part." The film was Little Caesar
and a huge success. Tn 1933 he played opposite
a young Katherine Herburn in Morning Glory,
for which she won her first Oscar.
But between the occasional hits were more
films like One Night At Susie's, I Like Your
Nerve, and Love is a Racket. Then Doug's luck
changed, big-time.

The Prisoner of Zenda
1937
Director: John Cromwell

•

"Although I was greatly cheered by having an
offer of any kind ... I was reluctant to take a
supporting part to anyone," admitted Doug
when h0 first got the call from David Selznick.
A conversation with his father changed his
mind. "Rupert of Hentzau is probably one of
the best villains ever written .,.Rin-Tin-Tin
could play the part!" thundered Fairbanks, Sr.
Doug, Jr. returned to Hollywood and, for
the first time, broke his anti-swashbuckling rule.
It was at his suggestion that Rupert wore only
black. Selznick engaged Ralph Faulkner to
train and rehearse Ronald Colman and Doug in
an exacting saber duel that moves throughout
the castle of Zenda. Fairbanks had trained and
fenced competitively as a boy, which helped.
In the medium and long shots, he <lid his own
fencing with Faulkner doubling Colman.
The movie was a whopping success and
Doug was promptly flooded with offers. He
did three romantic comedies in a row before
succnmlling to the lure of another action film.
It was Cary Grant and the toss of a coin that
brought Doug, Jr. his greatest success.
THE FIGHT MASTER • SPRING/SUMMER 1997

Gunga Din
1939
Director: George Stevens

Cary Grant asked Doug if he'd like to play in
something called Gunga Din. The script wasn't
finished, but it was inspired by two Kipling
poems: "Gunga Din" and "Soldiers Three."
Doug read the first, very long, very rough draft
and began to get excited about the project.
Burly Victor McLaglcn had been hired but
there were two other leads and Doug had no
idea which one he was being offered. He asked
Grant which role he was playing. "Whichever
one you don't want!" was U1e astounding reply.
"We finally settled the matter by tossing a
coin!" reported Doug."
The shoot was grueling, with temperatures
in the Lone Pine Desert soaring daily to 110°
and above. "Although the romantic chmacter I
played hecame one of the public's three or four
favorite and best-remembered of my roles, I
cringed whenever anyone compared my quite
routine stunts to my father's improbable
athletic fantasies," said Dollg, Jr. N oncthcless,
in doing his share of fist-fighting and jumping
about from rooftop to rooftop, he managed to
acquire two broken fingers, a cracked rib, a
twisted knee, and three knife scars.
Gunga Din remains an enduring classic
that manages to encompass, romance, low
comedy, larger-than-life heroics and "pectacle
in an unbeatable combination with dazzling
performances from all three stars.
1939 was a turning point for Doug in many
ways: he achieved his greatest film succc;;s; he
married Mary Lee Epling Hartford with "Pete"
as his best man-Pete died seven months later;
and World War II broke out in Europe.
Douglas Fairbanks, Jr. was a passionate
advocate of American involvement al a time
when thi~ was still an unpopular stance and he
was savaged by Hedda Hopper for encouraging
"our buys" to go to war. Doug himself enlisted
in the Navy and was commissioned as an
officer in April, 1941. He hurriedly wrapped
his last film with his mind on much weightier
matters. The film was The Corsican Hrothers.

The Corsican Brothers
1941
Director: Gregory Ratoff

In a script based on an Alexander Dumas story,
pair of Siamese twins are born in Corsica, are
separated at birth and brought up in different
places. When one is hurt, his pain is felt by his
brother. When one brother falls in love, his twin
is soon smitten with the same woman. Russian
actor Akim Tamiroff played the villain. Ralph
Faulkner coached Doug on saber, Fred Cavens
on foils and epees. The fight sequences were
worked out on Doug's tennis court over a
period of several weeks.

On the day they were to film the climactic
fight scene, Doug had the flu and a temperature
of 103.5°. The master shot required that he go
through the entire fight. It timed out at about
three and a half minutes, but Doug said later,
''It felt like an hour!" When the cliredor yelled,
"Cut!" the entire crew broke into applause!

Douglas Fairbanks, Jr.
as the swashbuckling
twins in The Corsican
Brothers (1941 ).

On leave from the Navy to complete the
film, Doug was preoccupied and anxious to get
to his ship. Six months later, he was summoned
to the afterdeck where, to his embarrassment,
The Corsican Brothers debuted to his cheering,
ribald 1:,hipmates. They were particularly vocal
during the love scenes, shouting advice at the
screen Doug while the real Doug stood, "with
a stupid, self-conscious grin on my face."

Sinbad the Sailor
1947
Director: Richard Wallace

Six years went by before Doug was free to put
his career back together. He did so with Sinbad
the Sailor at RKO. H0 romanced Arabian(!)
princess Maureen O'Hara and confounded tlie
villain, Anthony Quinn, with all his old athletic
zest and vigor. Pete would have been proud.

• ••
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ACTORS ON GUARD:
A PRACTICAL GUIDE FOR THE
USE OF RAPIER AND DAGGER
FOR STAGE AND SCREEN
by Dale Anthony Girard
Routledge. 1997. 29 West 35th Street, New York, NY
10001-2299. Hardback: ISBN /10-87830-057-0.
Paperback: ISBN 0-87830-058-9

Actors On Guard represents many years of
personal research and professional experience
by one of the true scholars of the art of stage
combat, Fight MasLcr Dale Anthony Girard
(presently the resident fight director for the
Yale School of Drama and the Yale School of
Music Opera Program).

.,i

.i
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A livlng, maturing art
In his prologue, Mr. Girard describes
slage combat as a "living, maturing art." [p.xvi]
Gfrard's work rcpresenls another leap forward
in the maturing process.
The 467 pages of text that follow include
a thorough handling of the safety, training,
acting, and performance of the single rapier,
and rapier and dagger fights for the stage and
screen. These are
followed by equally
valuable appendices
providing detailed
listings of the various
fight societies,
swordcutlers and
suppliers; information on
weapons maintenance and
an exhaustive glossary of
common swordplay terms.
In limiting itself to the
concerns of just rapier and
dagger, Girard has, happily,
accomplished a work far too
detailed to be completely
illuminated in such a short format.
The prime directive
Mr. Girard' s text begins in chapter
one with the maxim that unites all fight
directors and actor/combatants of quality: "Safety
First!" This theme
is echoed on
every page
thereafter.

I
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New students of the craft often find the
task of teaching their bodies the mechanics of
the art an exercise in Inrntration when what
they really want to do is fight NOW.
Girard recognizes this tendency and offers
a detailed argument of just why the learning of
these techniques cannot be rushed. "By rushing
the learning process, you miss the inherent
safety of the technique through an incomplete
understanding of the process." [p. SJ Girard
explains that the basic principles of kirn~sthctic
learning, total body-mind learning, provide the
foundation this learning process.

History of the rapier
Mr. Girard is an outstanding scholar of the
sword in history and offers a concise and
useful history of the rapier before detailing the
anatomy of the weapon itself. These explanations are accompanied with fine illustrations of
various fencing and historical weapons, a
valuable reference. The information is summed
up with a thorough checklist to assist the
reader in selecting a safe stage weapon .
The meat of Girard's text, chapters 3-18,
is concerned with the actual learning and
performing of safe stage techniques for the
rapier and dagger. While there have been many
texts written concerning the general techniques
of safe stage combat. I know of none more
concern~d ~with such ·excellent detail of practical
technique and their historical background.
Descriptions and illustrations
Beginning with an explanation of just
what is "proper alignment" and how to achieve
it, Girard utilizes precise descriptions assisted
by appropriate illustrations (excellently drawn
by Zina Lee) to explain the basics of stance
and footwork. I especially like the
explanations of stationary offensive and
defensive positions [chapter 3], an afterthought
in much of the training I've received to this
point, before moving on to actual footwork.
Girard moves on to the basics of advances
and retreats (broken down into five stages and
accompanied with illustrations), passes,
lunges, "circle steps," and each is presented in
an easily understood format. Perhaps most
valuable are Girard's drills and exercises
detailed at the end of the chapter which are
intended to develop individual consistency of
stance and movement and the maintenance of
consistent measure between partners. These

exerdses, nutatt:d in easily understood terms,
will undoubtedly a.tel in ending a new
combatant's footw01·k mistakes before they
become ingrained as personal habits.

Bladework drills
The individual bladework drills Girard
offers should be a daily routine for any
aspiring combatant. These drills do not require
a partner and make for fun reading when you
put a sword in your other hand. More
importanlly, these exercises develop precision
and blade awareness and the " ... strength,
agility, and dexterity of the hand and wrist ... "
[p.73]. These individual footwork and bladework exercises are a gold mine for those who
v.onder how they can train without a partner.
The chapters concerning blaclcwork cover
an amazing breadth of basic techniques.
From a detailed description and application
of guard,., to the complcxi Lies of kills and
attacks on the blade, Mr. Girard has managed
to detail their execution and practice with
clarity and precision.
Chapter six is wonlI the price of
admission for anyone teaching or studying the
parries for it~ clear explanations and thorough
illustrations. Every chapter concerning
technique is accompanied by drills to develop
the technique in practice and a review of their
basic principles and safety measures.
It is perhaps a testament to the thoroughness of Mr. Girard's text that partners do not
cross swords until chapter eight, where detailed
discussions of measure, timing, "ActionReaction, Action", eye contact, and safety are
accompanied by four fine partnering exercises.
The most essential text
Aside from the invaluable and
painstaldngly researched techniques described
in this text, I must state that the chapter 20,
"Acting the Fight", is the most essential text on
the subject of stage combat acting I have come
across. Girard explains this necessity of this
subject by stating that "The artist needs to
develop an acting process for combat that,
after the physical skills have waxed, still
provides a system of dissecting a physical
encounter and maldng it and integral part of
the acting process, the characters and the
procluction."[p.43 3J
Specific techniques for developing
character choices within the action of physical
conflict are presented to the reader in the
format of the "Five Ws" (who, what, when,
where, why) and the objective choices the
actor must make in regard to the text, but that
actors too often overlook when it comes to
acting a choreographed fight sequence.

The section entitled "The Sounds of
Violence" is certain to become required
reading in all my future classes no matter what
weapon is being taught. Girard advocates the
"vocal orchestration" of a staged conflict in
order to "reinforce the movement of a
fight"[p.446] and breaks this process down
into an easily understood format. Vocal heath,
a discussion of "voluntary sounds" and
"involuntary sounds" (such as reactions to
injury), round out a section that is certain to
become a much referred-to text.
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'- The section entitled "The Sounds of
Violence" is certain to become required
reading in all my future classes... "

I
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Dale Girard's text, Actors On Guard is a
culmination of many years of study, exhaustive
historical research (evidences throughout the
text by informative explanations of techniques
and accompanying plates), and practical
experience gained by years of teaching and
performing stage combat as a professional.

!

What's in it for the reader
What the reader gains by obtaining and
using this text is a great wealth of information
and proven training techniques
offered by a master instructor. I
recommend this book highly, and
am personally a better teacher and
performer for having read it.

•••

Scot Mann is an actor, fight director, and
writer based in Atlanta, Georgia.
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Actors on Guard
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Available through Routledge
29 West 35th Street
NewYork, NY10001-2299
ISBN #0-87830-057-0 (hb)
ISBN 0-87830-058-9 (pb)
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AUGUST, 1996

Michelle Ladd

National Stage Combat Workshop
Actor/Combat Workshop

Cliff Lawson
Bruce Lecure

•
SAFD'S

PROFICIENCY

Date: August 2, 1996
Instructors: David Boushey, Drew Fracher,
Erik Fredriclcsen, J. Allen Suddeth
Adjudicators: David Boushey, Drew Fracher, Erik Fredricksen,
J. Allen Suddeth, Richard Raether, Chris Villa

JasonArmil
David Barker

Rapier & Daggc'.r, Unarmed, BS
Rapier & Dagger, Unarmed, BS

THROUGHOUT

Michael Baumgartner
Lou Bird
Lawrence Blackwell Ill
Lance Brannon

Rapier & Dagger,
Rapier & Dagger,
Rapier & Daggc:r,
Rapier & Dagger,

THE COUNTRY

Stephen Buck

Rapier & Dagger, Unarmed, BS

------------- - - - -

Sl<I LLS TEST

recommended

Unarmed,
Unarmed,
Unarmed,
U11armed,

BS
BS
BS
BS

recommended

Broadsword & Shield recommended
Smailsword, Unarmed
passed
R&D, Unarmed, OS, Broadsword
Smllswrd, Broadswrd & Shield, GS

recommended
Paul Mohar

Smllswrd, Broadswrd & Shield, BS

Martin Noyes
Charles Packard

Broadsword, Smllswrd, BS 8, Shield
BS & Shield, OS recommended
Small sword
passed
Broadsword, Quarterstaff
BS & Shield, QS recommended
Small sword
passed
Rapier &Dagger, Unarmed, QStaff
BS, Smallsword, as, BS & Shidd
Broadsword
recommended
BS & Shield, Srnllswrd, QS passed
Brdswrd, BS&Shield recommended
QStaff, Smallsword
passed

recom1 nended

l<eith Rex
Dan Robles
Alexei Syssoev
Christina Traister
Tracy Wood

recommended
Stephen Burzi
Rapier & Dagger, Unarmed, BS
Sarah Carleton
Rapier & Dagger, Unarmed, GS
Chad Cox
Rapier & Dagger, Unarmed, BS
Marcus Durham
Rapier & Dagger, Unarmed, BS
Debrah Ehrhardt
Rapier & Dagger, Unarmed, BS
Nick Gisonde Rapier & Dagger, Unarmed, BS
Erica Gould
R& D, Unarmed, BS
Greg Guihan
R& D, Unarmed, BS
l<amau M. Hashim R& D, UA, BS
, Len Kabasinski R& D, UA, BS
. Mitchell l<issam R& D, UA, BS
Herny Lee Layton R& D, UA, BS

recommended
Bill LengfelderR & D, UA, BS
Jeff Lord
R& D, UA, BS
Charles Miller
R& D, UA, BS
' Raymond
, l<rnny Pillow
R& D, UA, BS
Brian Reynolds
R& D, UA, BS
' Andrew Roberts
R& D, UA, l:lS
Lucas G. Robbins-Hunt
R& D, UA, BS
Bobby Roderiguez
R& D, UA, BS
R& D, UA, BS
R& D, UA, BS

recommended

WendyVanderVelcleR & D, UA, BS
Daniel Zisson
R& D, UA, BS

• Advanced

Actor/Combat Workshop

August 2, 1996
Richard Raether
Christopher Villa
Adjudicators: David Boushey, Drew Fracher,
Eril< Fredricksen, J. Allen Suddeth, Richard Raether,
Christopher Villa

Adam Burke
flroadsword, Smllswrd 1 BS & Shield
Nicole Ca lander Unarmed, BS & Shield recommended
Smallsword
passed
Dan Curran
BS & Shield, QStaff recommended
Broadsword, Smallsword passed
Mike Dufays
BS & Shield, QStaff recommended
flroadsword, Smallsword passed
Dominique Goldbar Broadsword
Jomes Greg
R&D, Unarmed, QStaff, [lroadsword

•

D.C. Wright

l<rislen Harrel
Katherine Rodriguez

Chad Newman
Whitney Powell
Nikki Prugh
Darin Tooder

Rapier & Dagger, Unarmed1 Broadsword
Rapier & D,1ggfi, Unarmed, B1oad3word
Rapier & Dagger, Unarmed, BS, Smallsword
Rap'ter & Dagger, U:1armed, BS, Smailsword

Valerie Warmack

Rapier & Dagger, Unarmed, Broadsword

Alexis Burns
Diane Cooper

Unarmed, QStaff
Unarmed, QStaff
Unarmed, QStaff
Unarmed, QStaff
Unarmed, QStaff
Unarmed, OStaff
Unarmed, QStaff

Rapier &Dagger,
Rapier &Dagger,
Rapier g. Dagger,
Rapie1· &Dagser,
Rapier &Dagger,

Eric M. Hailey
Nathan P. Krause

Recommended
Renewal: Quarterstaff
Renewal: Quarterstaff

Unarmed,
Unarmed,
Unarmed,
Unarmed,
Unarmeu,

Rapier & Dagger, Unarmed, Broadsword
Broadsword

Date; January 10, 1997
Instructor: Randy Bailey
Adjudicator: Drew Fracher

John Bellomo
Jim Gall

Q::itaff
QStaff
QStaff
QStaff
QStaff

R& D, UA, Smallsword
R& D, UA, Smallsword

Northern Illinois University
Date: May 9, 1997
Instructor: James Finney and Micl<ey Kachingwe
Adjudicator: Richard Raether

Tom Groenwald
John Jordan
Felisha Norman
Alton Rollerson

R& D1 UA, Q-staff
R& D, UA, Q-slaff
R& D, UA, Q-staff
R& D, UA, Q-staf

University of Houston
Date: May 9, 1997
Jnstructor: Brian Byrnes
Adjudicator: David Leong

Video

Robin Buike
Cesar Alexander Castillo
David Miller
l<alliope Petris
Airnee Postell
Gustavo Roman
Lee Smith
Nicholas Walter

R& D, UA1 BS
R& D, UA, BS
R& D, UA, BS
R & D, U;\ BS

R& D, UA, BS
R& D, UA, BS
R& D, UA, BS
R& D, UA, BS

Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed

Video
Date: February 17, 1997
Instructor: Chucl< Coyle
Adjudicator: Colleen l<elly

Jennifer Ann Bryant
Jonathon Church
l<urt Fichte
Brent Fox
Graham Hackett
Tosh Marks
Martin Montgome1y
Stefan Sittig

DECEM~ER
New York City
Date: December 13, 1996
Instructor: Ricki G. Ravitts
Adjudicator: J. Allen Suddeth

Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
ReneNal: Rapier 2, Dagger, Unrnmed
Renewal: Rapier & Dagger, Unarmed
RenevVal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed

Video

Rapier & Dagger, UA, Broadsword
Rapier & Dagger, UA, Broadsword

Date: February 25, 1997
Instructor: Chuck Coyle
Adjudicator: Erik Fredricl<sen

University of Pittsburgh
Date: December 14, 1996
Instructor: Tim Carryer
Adjudicator; Erik Fredrlcl<sen

Joe Demasey
Gregory Larson
Robert Mclean
Craig Rising
Chris Vail
l<evin Wade

Rapier & Dagger, UA, Quarlerstaff
Rapier & Dagger, UA, Quarterstaff
Rapier & Dagger, UA, Quarterstafl
Rap·1er 9, Dagger, UA, Qunrterstaff
Rapier & Dagger, UA, Quarterstaff
Rapier & Dagger, UA, Quarterstaff
Rapier & Dagger, UA, Quarterstaff
Rapier & Dagger, UA, Quarterstaff

Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
Renewal: Rapier & Dagger, Unarmed
,~enewal: Rapier,~ Dagger, Unarmeci
Renewal: Rapier & Dagger, Unarmed

Marymount College, London
Date: March 2, 1997
Instructor: Richard Ryan
Adjudicator: Drew Fracher

Lindsay Block
Josh Brown
Stepheni Cavender
Christine La Plume
Jay Pringle
Danya Steinfeld

JANUARY, 1997
Univesity of Nevada, Las Vegas
Date: January 51 1997
Instructors: Gregory Hoffman
Adjudicator: Erik Fredricksen

/v\ichael T. l<achingwe

Rapier & Dagger, Unarmed, Broadsword
Rapier & Dagge1·, u,1armed, BS, Smallsword
Rapier & Dagger, Unarmed, Broadsword
Rapier & Dagger, Unarmed, BS, Smallsword
Rapier & Dagger, Unarmed, BS, Smallsword
Rapier & Dagger, Unarmed, BS, Smallsword

Date: January 1o, 1997
instructor: Colleen Kelly
Adjudicator: Drew Fracher

Jennifer Rose Morris
Kimberly Grace Morris
R. Gabriel Nagy
Matthew S. Opatrny
Alan J. Rose

John l<och
Lorien Clemens
Kenyatta Rogers
Michelle Proctor
David Tovinski
Bev Smith
Kashi Johnson
Laura Stuley

Lisa Clements
James Daly
Lisa Krichilsky
Brian Le Traunik
Sondra Mayer
TJ Mino

Video

Recommended

Joseph T. Travers
Christina Vaccaro

Date; April 6, 1997
Instructor: Tim l<lotz
Adjudicator: J.D. Martinez

recommended

Date: August 17, 1996
Instructor: Brent Gibbs
Adjudicator: Richard Raether

Rapier &Dagger,
Rapier &Dagger,
Rapier &Dagger,
Rapier &Dagger,
Rapier &Dagger,
Rapier &Dagger,
Rapier &Dagger,

Longwood College

Date: January 8, 1997
Instructor: David Woolley
Adjudicator: Richard Raether

recommended

Tecumseh!

BethanyC.Burgess-Smith
Brett Allen Daigle
Christopher Lee Foster
Melissa Lynn Gajdos
James A Harris
Robert Lucien Larriviere
Adam Michael Lewis

Columbia College, Chicago

Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,
Rapier & Dagger,

Unarmed, Srnallsword
Unarmed, Smallsword
Unarmed, Smallsword
Unarmed, Smallsword
Unarmed, Smallsword
Unarmed, Smallsword

Renewal: Rapier & Dagger, Unaimecl
\
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OLLOWING IS A LISTING OF SAFD PEOPLE
AND RESOURCES AND HOW TO REACH THEM
SAFD QFflCERS
PRESIDENT
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Drew Fracher
Abiding Grace Farm
780 Bushtown Road
Harrodsburg, KY 40330
(606) 366-5549
vern 1Oth@worldnet.att.net
VICE PRESIDENT

Colleen Kelly
University ct Virginia
Droma Dept.
Culbreth Road
Charlottesville, VA 22903
(804) 243-8955
ik2s@virginia.edu
SECRETARY

Paul Dennhardt
2014E,Taylor
Bloomington, IL 61701
(309) 662-8352
JKerr@Titan.iwu.edu
TREASURER

Mark "Rat" Guinn
Louisiana Tech, U.
P.O. Box 8608
Ruston, LA 71272-0034
(318) 257-2930
mdguinn@linknet.net

John Robert Beardsley
21 Noeleen Street
Glenfield
New Zealand
(011-64) 944-36336
106453.3216@compuserve.com

Drew Fracher
780 Bushtown Road .
Harrodsburg, KY 40330
(606) 366-5549
vern lOth@worldnet.att, net
Erik Fredricksen
1425 Textile Road
Ann Arbor, Ml 48108
(313) 944-0116
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J. Allen Suddeth
131 Linden Avenue
Glen Ridge, NJ 07028
(201) 748-5697
Christopher Villa
1736 E, Santa Ana Canyon Rd
Orange, CA 92865-1735
(714) 774-6064
David Woolley
2025 W, Shakespeare #2
Chicago, IL 60647
(312) 489-6484
REGIONAL REPS,

Dale Girard
55 Arundel Avenue
West Hartford, CT 06107
(860) 521-3163
l03007.3673@compuserve . com
David Leong
106 1'!. Strawberry Street
Richmond, VA 23220
(804) 828-1514
J,D. Martinez
Route 2 Box 360
Lexington, VA 24450
(703) 463-8005

HAWAII

NEW YORK STATE

Gregory Hoffman
774 Mays Blvd. #10-161
Incline Village, NV 89451
(702) 831-7448

Sieve Vaughan
800 Vernaf Road
Attica, NY 14011
(716) 591-3673

ILLINOIS

OHIO

Stephen Gray
1206 W. Webster Ave .
Chicago, IL 60614
(312) 404-7972

Randy Baily
350 Pike Street
Covington, KY 4 l 011
(606) 491-4751

INDIANA/KENTUCKY

PENNSYLVANIA

Susan Eviston
1102 Caribou Way Apt. 3
Louisville, KY 40222
(502) 339-1699

Payson Burt
3033 Taft Rood
Norristown, PA 19403
(610) 584-671 6

LOUISIANA

SOUTH CAROLINA

Mark "Rat" Guinn
Louisiana Tech. U.
P.O. Box 8608
Ruston, LA 71272-0034
(318) 257-2930
mdguinn@linknet.net

Jack Young
Warehouse Theatre
P.O. Box 454
.
Greenville, SC 29602
(803) 235-8845

MARYLAND

Brian Byrnes
School of Theatre
University of Houston
Houston, TX 77006
(713) 528+3413
BByrnes@UH. Edu

ALABAMA

James Brown
2033 East Fourth Street
Montgomery, AL 36906
(205) 262-3396
ALASKA

Michael Hood
1942 N. Salem
Anchorage, AK 99508
(907) 562-4047

flGHT MASTERS

David Boushey
2723 Saratoga Lane
Everett, WA 98203
(206) 290-9973

1-

Richard Raether
1834 Camp Avenue
Rockford, IL 611 03
(815) 962-6579
MERaether@aol.com

ARIZONA

Brent Gibbs
738 East Mabel
Tuscon, AZ 85719-4035
(602) 622-2143
(northern)
Larry Henderson
259 Elysian Fields Drive
Oakland, CA 94605
(510) 444-2949
CALIFORNIA

(southern)
John Cashman
7435 Shadyglade Ave. #2
N. Hollywood, CA 91605
(818) 982-4450
CALIFORNIA

COLORADO

Timothy Tait
1647 Clarkson St. Aft. 3
Denver, CO 80218- 439
(303) 830-7916
FLORIDA

Jeff A.R. Jones
10008 Ponderosa Pine Lane
Sarasota, FL 34243
(941) 351-5409
JARJONES@aol.com
GEORGIA

Scot Mann
655 Highland Ave. NE #7C
Atlanta, GA 30312
[404) 523-6623
montano@ix.netcom.com
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Lewis Shaw
3013 Shannon Drive
Baltimore, MD 21213
(410) 325-2046
Lonniesc@AOL.com
MASSACHUSETTS

TEXAS/ OKLAHOMA

UTAH/NEVADA

Bob Walsh
60 Tolman Street
W. Newton, MA 02165-1020
(617) 244-7838

Edward B. Sharon
964 East Center Street #4
Provo, UT 84606
(801) 763-7274

MINNESOTA

VIRGINIA

Michael J. Anderson
2101 NE Kennedy
Engarde! Unlimited
Minneapolis, MN 55413-2639
(612) 479-1191
roadkill@bitstream.net
MISSISSIPPI

David "Pops" Doersch
1177 Highway 334
Oxford, MS 38655
(601) 236-2733
NEBRASKA

Paul Stegar
335 N. 8th St. #605
Lincoln, NE 68508
(402) 477-6819
NEW MEXICO

Tim Pinnow
Theater Arts Dept
New Mexico State
Las Cruces, NM 88003-8001
(505) 646-4517
TPi nnow@NMSU. Edu
NEW YORK CITY

J. David Brimmer
476 Second Street
Brooklyn, NY 11215
(718) 788-5381
-andRICK SORDELET

46 Forest Street
Montclair, NJ 07042
(201) 509-0569

Colleen Kelly
U. of Virginia Drama Dept.
Culbreth Road
Charlottesville, VA 22903
(804) 243-8955
ik2s@virginia.edu

Dan Carter
603 E. Irvin Avenue
State College, PA 16801
(814) 865-7586

Bob McDougall
P.O. Box 23078
Seattle, WA 98102
(206) 522-2201

J. David Brimmer
476 Second Sh'eet
Brooklyn, NY 11215
(718) 788c538 l

James Chealham
230 W. 79th St., Apt. lA
New York, NY 10024
(212) 724-9502

John McFarland
1146 S, Ridgeland Ave.
Oak Park, IL 60304
(312) 907-0619

Tim Conyer
1339 N. Sheridan Ave,
Pittsburgh, PA 15206
(412) 441-8798

Michael Chin
Roosevelt ls land
53 l Main Street #807
New York, NY 10044
(212) 750-9378

Dr. Robin Mcfarquhar
810 N. Coler #1
Urbana, IL 61801
(217) 337-0099

John Cashman
7435 Shadyglade Ave. #2
N. Hollywood, CA 91605
(818) 982-4450

Mark Olsen
l 03 Arts Building
Penn State University
University Park, PA 16802-2900

David "Pops" Doersch
l 17 Highway 334
Oxfor·d, MS 38655
(601) 236-2733

Tim Pinnow
Theater· Arts Dept
New Mexico State
Las Cruces, NM 88003·8001
(505) 646-4517
TPinnow@NMSU,Edu

Michael Donohue
10430 Bermuda Lane
Manassas, VA 22110
(202) 686-6369

Charles Conwell
112 Sycamore Lane
Phoenixville, PA 19460
(215) 933-8238
Charles Coyl
6321 N. Lakewood
Chica90, IL 60660
(312) 764-3825
Paul Dennhardt
2014 E. Taylor
Bloomington, IL 61701
(309) 662-8352
Dexter Fidler
635 Judah Street
San Francisco, CA 94122
(415) 564-6040
James Finney
1464 W, Steiner Road
Creslon, OH
(847) 492-0806
Brent Gibbs
738 East Mabel
Tuscon, AZ 85719-4035
(602) 622-2143
Gregory Hoffman
774 Mays Blvd. #10-161
Incline Village, NV 89451
(702) 831-7448

Ron Pirelti
15 Leroy Street, #12
New York, NY 10024
(212) 675-4688

Ricki G. Ravitts
2350 Broadway, #924
New York, NY 10024
(800) 659-6579
Richard Ryan
l O Cran book Park
Wood Green
London N22 5NA
United Kingdom
(011-44) 181-881-6725
RichardRyanlSCW@compuse1ve.com

Nicholas Sandys
2114 Morse
Chicago, IL 60645
(312) 274-0581
Robert Tuftee
353 Second Ave, #3L
Brooklyn, NY 11215
(212) 757-1642

Susan Eviston
1102 Caribou Way Apt. 3
Louisville, KY 40222
(502) 339-1699
Stephen Gray
1206 W. Webster Ave.
Chicago, IL 60614
(312) 404-7972
Mark "Rat" Guinn
Louisiana Tech. U.
P.O. Box 8608
Ruston, LA 71272-0034
(318) 257-2930
mdguinn@linknet.net
Tina Hansen
2300 Kobenheon S
Denmark
(011-45) 3284-7874
Larry Henderson
750 Elysian Fields Drive
Oakland, CA 94605
(510) 444-2949

WASHINGTON STATE

Michael J. Johnson
142 B 12th St. SE
Washington, D.C. 20003
(202) 543-2571

Geoffrey Alm
105 57 Dayton Ave, N,
Seattle, WA 98133
(206) 361-5179

k. Jenny Jones
2843 Hoss Avenue
Cincinnati, OH 45226
(513)321-1612

Steve Vaughan
800 Vernal Road
Attica, NY 14011
(716) 591-3673

Michael Kirkland
2044 Fairmont St. Apt. 6
Allenton, PA 18104
(610) 439-5023

WYOMING

Jeff A.R. Jones
1008 Ponderosa Pine Lane
Sarasota, FL 34243
(941) 351-5409
JARJON ES@aol.com

Jack Young
Warehouse Theatre
P.O. Box 454
Greenville, SC 29602
(803) 235-8845

Todd Loweth
11030 Aqua Vista St. #10
Studio City, CA 91602-3190
(818) 760-4712

Leigh Selling
510 South 12th
Laramie, WY 82070
(307) 766-3287
Selting@uwyo.edu
FIGHT DIRECTORS

Geoffrey Alm
105 57 Dayton Ave. N.
Seattle, WA 98133
(206) 361-5179

Colleen Kelly
U. of Virginia Drama Dept.
Culbreth Road
Charlottesville, VA 22903
(804) 243-8955
jk2s@virginia.edu

Payson Burt
3033 Taft Road
Norristown, PA 19403
(61 0) 584-6716

Richard Lane
587 Lisbon Street
San Francisco, CA 94112
(415) 957-3622
Ri chJLane@aol.com

Brian Byrnes
School of Theatre
University of Houston
Houston, TX 77006
(713) 743-2915

Scot Mann
655 Highland Ave. NE #7C
Atlanta, GA 30312
(404) 523-6623
montano@ix. netcom .com

CERTIFIED TEACHERS

Michael Anderson
2101 NE Kennedy
Engarde! Unlimited
Minneapolis, MN 55413-2639
(612) 479-1191
roadkill@bitstream.net

Michael Hood
1942 N. Salem
Anchorage, AK 99508
(907) 562-4047

Brad Waller
5616 Kirkham Court
S2ringfield,VA 22151
(703) 323-7233
Robert Walsh
60 Tolman Street
W. Newton, MA 02165-1020
(617) 244-7838
SUPPLIERS
THE ARMOURY

American Fencers Supply
11 80 Folsom St.
San francisco, CA 94103
(4 l 863-7911
Cata og,

5/

ARMS AND ARMOR

1101 Stinson Blvd. NE
Minneapolis, MN 55413
(612) 331-6473
Custom weapons
BELLE

&

GRATZNER ACCOUTREMENTS

P.O. Box 12023
Marina Del Rey, CA 90295
(310) 823-2050
Sword belts and hangers
DENNIS GRAVES,
SWORDCUTLER

255 S. 41 st St.
Boulder, CO 80303
(303) 494-4685
Custom swords & daggers
Sales and rental. Catalog.
MARK HANEY

6000 J Street
Sacramento, CA 95819
(916) 944-0252
Handmade broadswords.
TONY RUST

292 Fifth Street
Brooklyn, NY 1 l 215
(718) 768-7305
Swordbelts and hangers,
leather commedia masks
LUNDEGAARD ARMOURY

P.O. Box 287
Crompond, NY 10517
Custom fantasy weapons

Lewis Shaw
3013 Shannon Drive
Baltimore, MD 21213
(41 O) 325-2046
Lonniesc@AOL.com

162 West Pine Street
Mount Airy, NC 27030
(919) 786-5294

Rick Sordelet
46 Forest Street
Montclair, NJ 07042
(201) 509-0569

Randy Baily
350 Pike Street
Covington, KY 41011
(606) 491 .. 4751

Tim Tait
1647 Clarkson St, Apt. 3
Denver, CO 80218-1439
(303) 830-7916

Ill

•.-..
-I

I ll
~

BLADE

124 Penn Avenue
Dover, NJ 07801
(201) 328-8488
Videos, books, weapons.
CENTER FIREARMS Co.
10 West 37th St,
New York, NY 10018
(212) 244-4040
Firearms. Sales and rentol.

Douglas Mumaw
Route 1, Box 363 I<
Broadway, VA 22815
(703) 896-1059

Ralph Anderson
288 West 28th St., #2J
Riverdale, NY 10463
(212) 247-5393

t\

TRIPLETTE COMPETITION ARMS

STEVE VAUGHAN

800 Vernal Road
Attica, NY 14011
(716) 591-3673
VULCAN'S FORGE

Lewis Sha.w, Proprietor
3013 Shannon Drive
Baltimore, MD 21213
(410) 325-2046
Lonniesc@AOL.com
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Society of American Fight Directors
DEDICATED TO IMPROVING THE QUALITY AND SAFETY OF STAGE COMBAT

The Society of American Fight Directors (SAFD) is a non-profit organization devoted to training, and
improving the quality of stage combat. We are committed to the highest standards of safety in the
theatrical, filrn and television industries. The SAFD offers educatlonal opportunities across the country
at universities, privately, and at the annual National Stage Combat Workshop expressly to disseminate
this information. In addition, the SAFD tests individuals in three categories:
Actor/Combatant • Teacher • Fight Director
However, one need not take any sort of test to become a member of SAFD. Anyone interested in the
art of fight choreography and stage fighting can join. SAFD members receive: a 10% discount on
SAFD workshops; The Fight Master, a journal published twice yearly; and The Cutting Edge, a
newsletter published six times yearly with news updates on SAFD activities, policies and members.
To apply for membership in the SAFD fill out the form below and send to:
Paul Denhardt, SAFD Secretary
2014 E. Taylor
Bloomington, IL 61701
Dues are $35,00 annually. (For members outside the U.S., annual i;jues are $40.00)
You must enclose a $35.00 check covering dues for the current year.
Checks should be made payable to Society of American Fight Directors.

r---------~----------------------------------,
MEMBERSHIP APPLICATION
SOCIETY OF AMERICAN FIGHT DIRECTORS
PLEASE PRINT

Name

If you've passed the SAFD Proficiency Skills Test, please fill out:

Address

Date Tested
Instructor
Weapons

Phone No. _ _ _ _ _ _ _ _ _ _ __

Adjudicator

L--------------------------------------------J
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